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ABSTRACT
My dissertation explores the process of becoming a feminist educator as I transitioned to using
feminist theory in my pedagogy for the first time. Inspired by political events and my own
progression from conservative musician to progressive educator, I asked the question in my
research, “What would a feminist pedagogy look like in my music history classroom?” I used
self-study research, with a design based on autoethnography and autobiography, to conduct a
study that took place over a ten-week term. While I taught an undergraduate course, Women and
Music, I collected data from my own research journals and dialogues with a critical friend, as
well as data from the students enrolled in the course (twenty women and one man). My findings
reflected a shift in my epistemological and ontological orientations toward teaching as I
uncovered and resisted male-dominated conventions of knowing and being in my music
classroom. My feminist pedagogy manifested through a relational approach to knowledge. I
encouraged my students and myself to view knowing as an in-process journey where we could
creatively learn through our experiences. Using a feminist pedagogy also allowed me to explore
who I am as a woman educator and how I wanted to engage in a power-with relationship with
my students in order to foster collaboration and community in our classroom. Employing
feminist principles in my classroom changed how I viewed myself as an educator and offered my
students the space to think of their gendered selves differently as well. This study provides an
example of navigating an alternative pedagogy in practice while resisting oppressive ways of
knowing and being that often exclude gendered experiences from educational spaces.

Keywords: self-study, feminist pedagogy, higher education, music history pedagogy
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CHAPTER ONE: SHE LOOKS FOR HERSELF
I walk through a crisp, minimal gallery in a contemporary art museum in Chicago. I
watch my step as I dodge the many people who have crowded into the museum to see this
exhibit. The screen in front of me shows the artist, Kerry James Marshall, explaining how he
studied classical painting and all of the great works of art. Marshall describes learning these art
works, but not seeing himself or people like him, people of color, represented in masterpieces
throughout the ages. I look around the gallery and one painting catches my attention: a woman
painting a paint-by-numbers self-portrait, Untitled (Painter), 2009.
That painting stuck with me because I had just begun contemplating my own identity as a
woman in my professional life. Although, as a white woman, I was dreaming out of context with
Marshall’s very important commentary on black bodies in American landscapes, I felt an affinity
with the woman painting herself. Her Mona Lisa smile hinted at confidence and mischief,
perhaps, in how she determined she would create herself. She was just beginning her selfportrait, yet, the colors seemed different from how she was represented. Would she try
something new? Was she setting out to paint a faithful-to-perception self-portrait or would she
paint herself differently? I continued to think of this painting while I prepared my dissertation
research proposal on my own journey to becoming a feminist educator.
In this self-study, I consider the practical applications of practicing feminism, for the first
time, in my music history classroom. This self-study developed from conversations I had with
women students and faculty over the years of working in a music school in higher education. We
told each other our stories and discovered that the exclusion and oppression we had experienced
was not singular to one woman. Whenever I have mentioned feminist topics to these women,
none of them have resisted the conversation, nor do they seem surprised that I would jump to a
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political topic immediately in our conversations. The stories I have heard and have experienced
had begun to accumulate.
Many schools of music, including the one in which I work, have discussed more
prominently in recent years the important need to re-imagine their curricula for their schools to
be more inclusive, foster diversity, and encourage creativity (Sarath et. al., 2017). Yet, despite
these conversations, the women working and creating within music communities in higher
education still receive implicit messages of exclusion and misrepresentation as subjects within
the curriculum. Considering my experience and the conversations I have had with women
colleagues in my institution, I was beginning to see that my own awakening into feminist theory
presents an important opening to something more for both myself and for others in higher
education, particularly in music schools. As music faculty have discussed reform, I have
experienced a reformation of consciousness regarding my life trajectory. In the last few terms of
my doctoral studies, while I was taking classes, writing papers, and vaguely theorizing about
making a difference, I was thrust into a political engagement with the world that I had never
experienced before. Suddenly, feminist theory became real, and the political became personal: I
went to my first women’s march. Because I had openly communicated the need to support
women, I was compelled to support my words with actions, and, thus, I suddenly and loudly
became the feminist that I had never admitted to being. After the women’s march, I considered
what else I may do to further women-centered actions in patriarchal spaces. I thought of
Marshall’s women in the painting who painted herself into the world. In an effort to see myself
in my one world, I decided I would teach a course on women in music. I wanted to teach after
having taken a break for a few years, but, more importantly, I wanted to teach about women and
to practice living a feminist life (Ahmed, 2017) as I taught. As an educator and a woman, I
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wanted women students to have validating, freeing, and welcoming experiences in the
classroom, and I wanted them to see themselves in the curriculum and my pedagogical practice.
I Do Not Find Myself There
Among our common stock of cultural images there are many teachers. They should teach
us something. But when I look to them I do not find myself. I am no good and wise Mr.
Chips. I am no artist gentleman who withers the boys with a solemn look. I am impressed
when people write of the famous men who have been their professors. The cigarette ash
tumbling headlong down a worn sportsjacket; the impressive voice and heedless courage
of the scholar performing a problem for his public; the wit, the gentle sarcasm, the
charisma of the scholar who allows us a glimpse of the grace of the life of the mind. . . I
do not find myself there.
Jo Anne Pagano (Pagano, 1990, xxi)
I began my journey into feminist pedagogy because of not seeing myself in the space that
I most loved: the music school in higher education. I would learn that I was not the first person to
have this sort of awakening within music institutions (Cook, 1989, Gould, 2004; Koskoff, 2014;
Lamb & Dhokai, 2015), nor was I the first person to begin to think of feminism at work within
higher education (Lather, 1991; Rich, 1979; Ropers-Huilman & Winters, 2011). Yet, feminist
pedagogy, and, more broadly, feminism in higher education, were not possibilities in my mind
before my doctoral program. My attention turned to feminism when I was first introduced to
feminist research methods in a qualitative research class in my doctoral program. It was then that
I began to notice and to question my role as a woman in everything around me, both in my
personal and professional lives. My self-study came about not because of a quantitative-sized
hole in literature regarding pedagogies in higher education, rather, it came to fruition because I
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needed to navigate my shifting identity as a feminist educator in a systematic study of my
pedagogy. In my last year of my doctoral program, I began to read the self-studies of feminist
pedagogues Leslie Coia and Monica Taylor and began to see how I could possibly bring a
feminist identity into the classroom as a way of opening possibilities for learning and growth as a
teacher. At this same time, I had visited the Marshall exhibit, I had attended my first women’s
march, and I had written an essay in a Gender and Education class on my identity as a woman
and a scholar. 1 It was at this time—a convergence of sorts of burgeoning identities, art, and
reality—that I began to consider how I might, if I were to create a portrait of myself, represent
myself. In particular, I was thinking of my identity as a teacher, and I was trying to reconcile
myself as a music teacher in a discourse where I had not seen myself represented. I had received
two degrees in music, had worked in a music school for nearly six years, and had taught music
for most of my life. But, until I had seen Marshall’s paintings representing black Americans in
everyday situations (his response to inserting himself into a classical art space that he loved), I
had not thought of my absence from the space that I loved—music schools.
“I look for myself”—written on a plaque outside of Marshall’s exhibit, whose author I
could never find an attribution, has resonated with me for years. Haunted by this painting, I
began thinking of myself in distinct terms of my experience as a woman. When I began to search
for places where I could see women in music, I discovered I was still waiting to see myself
represented. I was like Marshall’s untitled painting—blank in so many spaces, disjunct colors, a
possibility, but not fully realized. If I were to add more to my self-portrait, what would that be?
Marshall’s painting, my talisman through the beginning and completion of this study, is printed
in color and taped to my 1970s wood-panel apartment walls. It stands as a reminder of

1

I have posted this essay “Southern or Scholar,” on my personal-professional blog at swellsk.weebly.com.
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representation and the moment the discontent with my professional life began to materialize. I
had not seen myself represented, and I was still looking for myself in my community.
A few months after viewing Marshall’s portraits at the art museum, I would teach a class,
Women and Music, for the first time. The impetus for teaching the course lay in my newly
adopted identity as “feminist.” I wanted to add to the world what I had not seen before—strong
and real representations of women in music in higher education. The College Music Society’s
report called for curriculum reform in music schools in order to better serve diverse populations
entering these spaces (Sarath et al., 2017) further energized my desire to contribute a space for
women in my classroom. I wanted to offer, in a way that I could contribute, a pedagogy that
would create women-centered spaces in the man-centered place of higher education (Rich,
1979). Women-centered spaces are necessary in order to allow women’s voices, stories, and lives
to have a place for becoming as subjects with agency (Braidotti, 1994)—and I desired to see this
happen in my classroom.
Woman and/or Educator
My path to discovering my identity as a feminist in education has been marked with
detours, off-ramps, and on-ramps. Additionally, my identity as a teacher has not always been
congruent with my identity as woman. To muddle my identity a little more, I moved from a rural,
Southern area of the United States to a large city in my mid-20s. I felt sympathy for the place
from which I came and affection for my new progressive land. Whereas I had imagined moving
to a larger city would provide clarity to me for myself, my career, and my desires, it proved to
offer more complications.
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I grew up in the southernmost part of Alabama in a family of four girls and two parents
and did not realize for a long time what being a woman meant in that part of the country. I was
not born a feminist, I had thought, but I knew that women should be strong and should be in
control of their own stories. Once in one of our
Figure 1. The rescue.

dress-up games, I suggested to my sisters that the
woman should rescue the man this time (Figure
1). The seeds of feminism were at work in my
imagination. Yet, however respected I felt at
home with my sisters and parents, I learned that
my opinion was not necessary in social
situations. I observed the roles women accepted
in my hometown and I felt myself at odds with
these roles. After I attended my first women’s

march a few years ago, I reported to my mother and sisters that I had made this important step in
having my voice heard. They were uncomfortable. I forgot that feminism is still a taboo word in
rural parts of our country. Thus, my uneasy relationship with myself as a woman in society
continued. I knew that I could be more—a scholar, a professor, a thinker, and a woman—but I
was not sure how that would look.
My interactions with education were different as well. I was homeschooled for the
entirety of my K-12 education. I normally do not reveal this information to my friends, because
revealing it places me at odds with them. I see the flicker in their eyes when I admit I did not
have the same educational experience as them. Will I be weird? Will I be cool? My
unconventional upbringing in education has caused me some social anxiety, and it has also made
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me wonder if I am doing what is right in education. Although I was educated this way many
years ago and I have attended several higher education institutions by now, I still feel that I am
out of place or that I may not be operating in the same way in education that others do around
me.
My reflection on these two important parts of my identity—my womanhood and my
formal education experience—have shown me that, at every turn, I have felt I am existing out of
line with those around me. I was not raised explicitly feminist, but I never had any idea from my
mother or father that I was “less than” because I was a woman. However, the moment I would be
in a social situation with my father and other men, I would recognize an incongruency I could
not place. My father listened to me when I offered my opinion, the other men ignored me. I
noticed the difference in my attitude toward education when I participated in dual-enrollment at
the local community college in my senior year of high school. The other students around me
asked different questions of the teacher than I did. I learned in the community college, as my
classmates had probably learned before me, the mannerisms and attitudes expected of us in the
classroom. I did not bring myself as a woman into the classroom.
I offer the above two snapshots of my identity as a woman and an educator to show the
historical foundations of myself as a feminist educator. My self-study has explored the dynamic
shifts I experienced in my life as I began to invite feminism into my pedagogy. As an added
layer, when I began to accept my feminist identity and started the journey of adopting a feminist
topic in a conservative music school, I was navigating two contrasting worlds: a progressive
education community and a traditional music community. These two micro-worlds, in addition to
the rural and urban worlds I inhabited, have been communities that have shaped me as an

8
educator, and the communities whose terrains I traversed in my journey of becoming a feminist
educator.
My identity as a woman and an educator are heavily influenced by the communities in
which I learned (or did not learn) the possibilities of who I could be. The following story I tell, as
a result of my self-study, shows my becoming as a “nomadic subject” (Braidotti, 1994). No
matter how stuck I feel between myself as a woman in a rural space or an urban space, I can
move easily between my identities as a nomadic subject. Rosi Braidotti (1994) uses this term to
describe the self which is “a political fiction, that allows me to think through and move across
established categories and levels of experience: blurring boundaries without burning bridges” (p.
4). Though Braidotti’s scholarship has progressed beyond the nomadic subject, I gravitated to
this nomadic subject as a device to understand myself and my teaching at this crossroads.
Blurring boundaries became important to me throughout the study as I did not believe I should
discard or ignore any of my life experiences. As a nomadic subject, I could view my experiences
as fluid and my identity as a woman and an educator as both retrospective and present. My
exploration of my identity as feminist woman and educator, in addition to the contrasting
experiences in education and in music, brought me to conducting a self-study on feminist
pedagogy.
I Look for Myself
In order to gain an in-depth understanding of my teaching, I conducted a self-study while
I taught an undergraduate general studies course, Women and Music. I asked myself the
question: What does a feminist pedagogy look like in a music history classroom? Self-study
research has been used primarily by teacher educators in order to critically study their own
practice with intentions of improving it (Loughran, 2004). I used self-study research as a
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research approach because I was interested in how it privileges deep reflection on epistemology
and ontology in teaching. Self-study offers a systematic way of critically looking at pedagogical
practice (Pinnegar & Hamilton, 2009). As I taught, I collected data through reflective writing in a
research journal, collecting field notes on class sessions, making audio-recordings of class
sessions, collecting student work at the end of the course, and dialoguing with a critical friend.
This course occurred during a ten-week term at a music school that is situated in an urban,
private university and serves a diverse study population.
As I conducted the self-study, I was aware of the assumptions I brought into my research
and my awareness of and reflections on those assumptions added richer data to my study. I
received formal education in two music departments, and I worked in administration in a
university music school. In addition, I taught music history in a community college to a broad
range of students for three years. Both my education in music and my experience teaching music
formed the expectations I had before and during my self-study. My embedded knowledge of the
culture of music schools offered a unique perspective on the intricacies of teaching as a feminist
in a masculine-centric field. I found that my assumptions and expectations acted as essential
foundations of inquiry for my self-study.
Whereas discussing the limitations of my study would contradict the epistemological
foundations upon which I built the study (Braidotti, 1994; Sandretto, 2009; St. Pierre, 2000), I
wish to instead re-frame the parameters of my self-study in order to emphasize the specific
theoretical location of my study. I adhered to traditional qualitative methods in order to follow a
systematic procedure for collecting and analyzing data (Creswell, 2007; Glaser & Straus, 1967;
Glesne, 2006), while I also began to adopt a post-qualitative paradigm while approaching data
analysis (Bochner, 2018; Rath, 2018; St. Pierre, 2014; St. Pierre & Jackson, 2014). Thus, instead
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of writing about the limitations of my study, I have written about the context specific elements of
my research that make it an accurate reflection of my history and the story I am sharing about my
practice of feminism within my classroom. Because I have framed my research in a
feminist poststructural education framework (St. Pierre, 2000), I am aware of the specific
location of my research—a ten-week study on my music-educated, first-time feminist teaching in
an urban university. Whereas many self-studies are collaborative because of the opportunity for
the educator-scholars to corroborate data for each other (Clift & Clift, 2017; Coia & Taylor,
2009, 2013; Laboskey, 2004), it could be said that I conducted my self-study in what could
appear to be isolation. However, in the absence of an immediate collaborator with which to
compare notes, I exercised wisdom and vulnerability by allowing Melissa 2, my critical friend,
into my research process in order to identify themes that were emerging from the research. I also
relied on formal and informal feedback from the students to determine how I progressed through
the course. Further, another parameter of the self-study was the duration of the course. The
course took place over a ten-week term, and due to my only teaching the course once, my data
collection was limited to this one course. However, this added to the clarity of the findings as the
passage of too much time would have affected what I was observing in this one time.
Within the parameters of the study, I have presented a story of becoming into a feminist
life in the classroom. The findings of my self-study, and the circumstances within which they
occurred, are intricately intertwined to this specific time in my life and to my shifting identity
between traditional and feminist pedagogy, understanding that I am constantly “blurring
boundaries” (Braidotti, 1994) between past, present, and future selves. I hope that by pushing
into new territory for myself—and by showing the brush strokes of the process of painting

2

Melissa gave me permission to use her name.
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myself into existence—that this story pushes back against patriarchy in the classroom and, as a
good story might accomplish, inspire similar critical reflection in like-minded educators
(Bochner, 2018; Denzin, 2017).
Key Terms
Since my study is situated in the field of music, I will define my use of certain terms
within this field. When I refer to the “undergraduate music curriculum” within my dissertation, I
mean the curriculum of music departments and schools that serves all students, music major and
non-music major, within their respective larger institutions. In addition, when I reference
musicology, I mean the study of music as is often carried out by scholars associated with the
American Musicological Society (AMS) in the United States. Musicologists in this field
primarily, and simply put, study the history of music. In more recent years, musicologists have
turned to the study of their own pedagogy in a subfield of musicology known as music history
pedagogy. When I write about music history pedagogy, it is impossible to not reference the
canon in Western classical music. The canon is a set of musical works, such as Mozart’s Don
Giovanni and Beethoven’s Symphony No. 9, that are considered the master works of classical
music. As master works, they are considered indispensable as subjects of study in music schools
and departments. I have also referred to “music academia” in a number of places. I first read this
phrase in Alejandro Madrid’s (2017) work. Music academia refers to a musical institution within
higher education, whether that be a college, school, or department of music.
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CHAPTER TWO: MUSIC AND FEMINIST PEDAGOGY
In this chapter, I explore the need for feminist pedagogy in music history classrooms in
higher education. I review the literature regarding feminism in higher education, music schools
in higher education, feminist pedagogy, and feminist music scholarship in order to situate myself
in the topic of my research study. Particularly, I focus on the literature in which masculine
conceptions of knowledge and relationships with music schools informs the pedagogies of
teachers within. Several feminist musicologists have devoted scholarship to writing about
incorporating feminist perspectives in their classrooms. I am grateful for their devotion of
scholarly resources to a topic that is not rewarded by tenure-granting committees (Coeyman,
1996). In the midst of their long-suffering efforts, however, an in-depth and critical study of
intersections of feminism and music history pedagogy has yet to be conducted. This study is
necessary as it provides a portrait from which to re-imagine the possibilities for students
engaging with music.
Introduction
When I speak with educators outside of the music school and our conversations turn to
my dissertation topic, the response I have received more often than not is, “But, I teach music!
What do diversity and inclusion topics have to do with music?” These comments have reminded
me of my history as an undergraduate and graduate student, and later a staff member, in music
schools. In these reflections, I have recounted a history ignorant of my gender and the ways in
which classical music cultures have shaped and influenced my understanding of my own gender.
Thus, as a response to my lived experience, and the lived experiences of other women operating
in this music culture, I am investigating the possibilities of feminist pedagogy in my music
history classroom. Could feminist pedagogy offer a new way of knowing and being to music
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history pedagogues like myself who wish to expand their pedagogy in order to transcend dated,
masculine traditions of music history pedagogy in higher education? My role as a music history
teacher places me in a primary position within the music curriculum as the teacher of a core
curriculum to music students and makes me an ambassador of the music school to the wider
university. Whereas musicological scholarship has adopted postmodern concepts in order to
remain current in public and academic scholarship about music and its history, the curriculum of
music history pedagogy has remained largely outdated, narrow, and stifling in its pedagogical
techniques for students entering higher education in the twenty-first century.
In this chapter, I explore what a feminist pedagogy might look like within “music
academia” (Madrid, 2017) to describe both the physical places of music departments and schools
situated within and dependent on higher education institutions, as well as the implicit
epistemological structures that operate within music higher education to reinforce and reproduce
its beliefs and values. I first discuss the insular workings of curriculum in higher education and
contemplate how through the explicit and implicit curriculum (Apple, 2004) women are
systematically repressed in this institution. I then look at the history of the music in higher
education in the United States and musicology’s role in creating and maintaining the knowledgeboundaries of music academia. I show that the field of musicology operates as a core component
of the undergraduate music curriculum. Further, as a central part of the undergraduate music
curriculum, music history pedagogy serves as the guardian of knowledge within music academia
(Nettl, 1999) in a way that reinforces a masculine-centered view of knowledge and practice at the
exclusion of diversity within music academia. I then examine literature in music history
pedagogy in order to show the conventions of practice within teaching music history, despite
allowing modern teaching methods, remains rooted in positivist epistemology of teaching and
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learning. For example, music history pedagogues practice both traditional and critical pedagogies
often simultaneously. They will let each student’s interest guide students’ individual learning
experiences (Cook, 2010; Lowe, 2015), will base courses on non-chronological topics (Lowe,
2015) and will focus on learning concepts and skills (Baumer, 2014; Seaton, 2015). At the same
time, pedagogues still practice a belief that knowledge is assessed at the end of class and
knowledge is found in a summative paper, and that the teacher ultimately contains knowledge to
dispense to the students, despite some student-driven work. I also briefly examine the literature
on feminist pedagogy in higher education classrooms in order to lay a foundation for what my
feminist classroom could look like. I then explore how feminism and music scholarship have
interacted in a long history of feminist music scholarship. Lastly, within feminist music
scholarship, I investigate pedagogical accounts from the literature in musicology, music theory,
ethnomusicology, and music education classrooms in higher education—the academic studies
within music academia. 3 I quote from this wide range of feminist music scholars in order to
construct my own feminist pedagogy within a context of our feminist musicological tradition.
Throughout my dissertation, when I first cite an author, I will be using each author’s first and last
name, as Roberta Lamb and Niyati Dhokai (2015) have noted is necessary in order to ensure that
“women do not disappear from the historical record through our formal systems of citation” (p.
136). Unfortunately, I cannot change the conventions of reference lists, therefore, the authors
will remain buried in a gender-less anonymity in that location of my dissertation. My conscious
action of recognizing the gender of an author—to the best of my ability, notwithstanding first
names used by other genders—reflects my effort to employ a feminist writing methodology
(Livholts, 2012).
I have excluded reviewing literature regarding feminist pedagogies or feminist lenses that have been used in
private lessons or ensemble experiences in music academia.

3
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Curriculum in Higher Education
My experience as a woman in music academia, the experiences of other women in music
academia with whom I have talked, are in no way isolated to the field of music within higher
education. In some ways, our experiences are just one expression of the place of women in
higher education. In general, curricula or any pedagogy outside of the normative curricula or
pedagogy will be resisted by the system within which it functions (Kliebard, 2002). In particular,
higher education institutions were not made by women or for women (Rich, 1979), thus, feminist
pedagogy faces resistance within higher education (Flores, 2015).
Music as a subfield within higher education, like other fields in higher education, retracts
itself into an even more isolated set of cultural norms within music academia. Bruno Nettl (1995)
famously elaborated on the culture of music schools, with only a few pages dedicated to the fact
that in music schools, women take part in “the venue of greatest hospitality” (p. 61) in vocal
music. Marcia Citron (2000) has written about the patriarchy-focused practices of the musical
canon used and reproduced by music schools and departments that, in several ways, historically
and presently excludes women from acceptance as composers, the highest creative-intellectual
role within music culture. I revisit Citron’s work in the feminist music scholarship section of this
chapter.
Music Academia and Music History
In order to understand the role music history pedagogy plays in higher education, it is
necessary to consider the rocky place of music in higher education in the United States. Music
academia, which has historically occupied an uneasy place and donned multiple identities within
its host institutions, evolved into higher education through a number of avenues. Music entered
into an established place in higher education with the appointment of notable American
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composers to renowned university faculty positions, including John Knowles Paine’s
appointment to Harvard faculty in 1875, Horatio Parker’s appointment to Yale in 1894, and
Edward MacDowell’s appointment to Columbia in 1896 (Housewright, 1967). These additions
offered cultural prestige to the institutions hosting the composers. At this time music served as an
extra-curricular activity and, as a result, higher education institutions offered choir and band
electives for students in other serious studies. Music also accompanied sporting events
(Bukofzer, 1957). The eventual and seamless addition of performance and academic music
classes to the general higher education curriculum throughout the late nineteenth century was
due to the natural mirroring of colleges and universities in the United States to the model of
European universities in which music had long been part of an education in the humanities
(Kerman, 1985). When students first began training in music academia in the United States, a
case had to be made for the professional training of musicians within higher education
institutions (Bukofzer, 1957), as well as the need for music faculty to teach music to general
education students (Valentine, 1946). As music academia’s role in higher education has grown
over time, music education for undergraduate students, and the reasons for and ways of
educating them have remained the same.
Educating Students in Music
The music curriculum within higher education has historically educated two groups of
students, the music major, for a career in music, and the non-music major (general university
students), for an appreciation of music—musicologists teach both groups of students.
Musicologist Manfred Bukofzer (1957), recognizing the dual responsibilities of music academia
to its student body, proposed two types of music education provided by music academia:
education for music and education in music. The education music academia provided for non-

17
music majors was what he called education for music—an education that would “enable them to
have a broad artistic experience, and to sharpen the senses and the mind for cultural values in
general” (Bukofzer, 1957, p. 6). This purposeful indoctrination of non-music-major students into
“cultural values”—essentially inducing an appreciation of “high art” that is Western classical
music 4—continues to permeate the pedagogy of musicologists in music academia today (Garrett
et al., 2011), as musicologists are the principle teachers of non-music-major students in music
appreciation-type courses (Dirkse, 2015). Music as a part of humanistic education has a long
tradition of existing within higher education in order to instill a sense of common cultural values
in citizens (Sarath et al., 2017). Music schools have continued to offer general studies courses for
other students in the institution as part of an education in the humanities. In addition to offering
students in the broader institution a way to understand an appreciation of Western classical
music, these classes have also simultaneously, from a market standpoint, created a future
classical music audience (Madrid, 2017)—a vague phrase that is meant to encompass a group of
individuals inclined to attend opera and orchestra events. Bukofzer’s (1957) education for music
is, in fact, an education for the purpose of building a music audience. This type of music
education for an audience has been described as the “education of the amateur” (Housewright,
1967, p. 40) or the education of “intelligent consumers for our product” (Schuller, 1983, p. 11).
The second description belies the belief of many educators in music academia that their mission
is to impart a particular knowledge of music in order to enable people to enjoy consuming
Western classical music (Nettl, 1999). The aesthetic purpose of music, in a purely pragmatic
sense, is considered a marketable one. Thus, classical music sustains itself through the
production and consumption of music through higher education.
When I refer to “classical music” for the remainder of this paper, I am referring to the Western classical music
tradition that has been practiced in the United States.

4
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On the other hand, students who receive an education in music are often the primary
focus of music academia’s educational attention. Bukofzer (1957) noted that an education in
music is “in its purest and highest form,” for the “training of the three most specialized
representatives in the field: the composer, the virtuoso performer, and the musicologist” (p. 6).
Although music’s specialized fields have grown to incorporate more areas of study, the
curriculum for training musicians remains the same: it once included, and still includes now,
private lessons, music ensemble participation, and academic studies in music, comprised of
music composition, music theory, and music history (Baumer, 2015). A point of contention with
the twenty-first century ideals of creativity and diversity within music academia is that many
music institutions still believe these specialized fields, particularly performance, are the only
ones needed for the music industry, when specializations are constantly expanding (Sarath et al.,
2017). That the curriculum of music history and its pedagogy has remained the same throughout
the decades is a cause for concern for me as a musicologist and pedagogue. When I consider the
breadth of backgrounds and life experiences of students entering the classroom now, and the
musical worlds (e.g., instant access to music through streaming) that students experience (Lowe,
2015), I am troubled by the fact that music history pedagogy is not current, relevant, or
concerned about students’ lives, particularly the lives and experiences of women.
Musicology’s Role in Higher Education
Since musicologists not only teach music majors (education in music), but also act as the
ambassadors of music academia to the rest of their institutions by teaching music appreciation
courses to non-music majors (education for music), I am concerned with the wide range and the
nature of influence musicologists as educators exert in shaping narratives about music that are
masculine-centered. Musicologists often unknowingly further the narrative of the masculine in
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music history, whether it is by teaching male-focused music repertoire or by privileging
pedagogical techniques that only allow a scientific way of knowing music, which means
employing formal analysis and reporting on historical facts of music, separate from their social
contexts (Citron, 2000). In addition, musicologists often participate in furthering ideologies and
dominant narratives in music academia of Western classical music’s superiority to other music
(Nettl, 1999), in a man-made power hierarchy of music.
I have dedicated a substantial portion of this chapter to the field of music history
pedagogy in order to show the normative practice within music history pedagogy, from which I
have both learned and taught. Music history pedagogy needs feminist pedagogies in order to
foster creativity, diversity, and transformative opportunities within music history classrooms.
Music history carries the narrative of music in higher education, and, if music history
pedagogues want to express value for different voices in classroom experiences, then we must
question the practices of music history pedagogy.
Music History Pedagogy
Music history pedagogues have been stuck in a canon of practice (Nettl, 1999), using the
same curriculum since the 1950s (Cook, 2010; Dirkse, 2015; Sarath et al., 2017). Despite
musicology’s acceptance of postmodern epistemology in scholarship (Hooper, 2006), most
musicologists continue to teach classes as chronological surveys of Western classical music
(Burkholder, 2002; Dirkse, 2015; Samplaski, 2004), wherein they focus mainly on the works of
composers who have supposedly stood the test of time—Lucy Green (1990) challenges this
notion—such as Bach, Mozart, and Beethoven, among others (Baumer, 2015; Dirkse, 2015;
Douglas, 2010). Although some musicologists have argued for their peers to support widening
the range of classroom topics that would include feminist viewpoints, non-Western music, and
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the analysis of groups considered “Other” by traditional musicologists (Cook, 2010; Koskoff,
1999), music history classes continue to operate in the same way.
Common Practices
Most of the literature on music history pedagogy, still a young field (Dirkse, 2015), has
addressed basic examples of pedagogy in practice. These pedagogical texts cover a range of
topics from the fundamentals of course design such as establishing class goals (Everett, 2012;
Markham, 2012), using basic educational theories on student learning such as peer learning and
peer review (Burkholder, 2002), and including constructivist and critical pedagogy approaches to
music history pedagogy (Beckerman, 2010; Maiello, 2013). Some texts focus on issues specific
to music students within music history courses, such as how professors may deal with students’
auditions interrupting their class attendance (Everett, 2012), and how professors may effectively
explicate music examples in the classroom (Nowacki, 2012; Samplaski, 2004). In addition,
musicologists have written on cultivating students’ listening skills (Baumer, 2015; Lowe, 2010,
2012), as well as writing and critical thinking skills, which musicologists understand as a
primary part of their job in teaching music history (Beck, 2012; Lowe, 2015). Regarding end
goals and aims of the courses, some music historians think that students should have become
younger versions of themselves—little scholars (Broman, 2010; Burkholder, 2015; Watkins,
2014). Regarding class design, the textbook choice, as well as assignments and assessments, are
largely the same from teacher to teacher. Donald J. Grout’s A History of Western Music, a text
that has historically provided a master narrative of music history without women and minorities,
has served music academia since 1960 as the authoritative textbook of music history (Swift,
2010). Most music history teachers use written exams to test the students’ knowledge that
students have learned in a lecture setting (Baumer, 2015). A music history class will typically
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end with a final paper in which students prove their ability to research and write critically. All of
these pedagogical resources are sorely needed and have tremendously helped musicologists
(including myself), who lack formal training in classroom teaching in their graduate programs
(Briscoe, 2010). Because of this need for practical resources, and because the field of music
history pedagogy is still in its infancy and has only just received the stamp of “acceptable” in the
American Musicological Society (AMS) (Dirkse, 2015), music history pedagogy has frequently
provided answers to the what, who, when, and how questions of pedagogy, but has not often had
the luxury of addressing why we do what we do. As James Maiello (2013) observed, the
literature does not focus on “fundamental philosophy that might guide curriculum and instruction
in music history” (p. 73). It is because feminist theory and pedagogy often seek to uncover the
root of power structures (Crabtree, et. al., 2009), that I would like to use feminist pedagogy to
ask why about the often women-and-female-excluding practices of music history pedagogy.
Despite the majority of music history pedagogues following classroom practice as
described above, some musicologists have dared to push the boundaries of pedagogy. Their work
has inspired me in my quest to challenge restricting pedagogical practice. Some musicologists
have begun to question the effectiveness of teaching chronologically, or even teaching survey
courses. These musicologists argue that organizing classes by concepts and topics proves a more
effective way of teaching the content by engaging with students’ lived experiences and, thus,
students’ interests (Cook, 2010; Lowe, 2015). Melanie Lowe (2015), in an essay about
Vanderbilt University’s re-vamped music history core sequence, has offered an example of
classes taught out of chronological sequence, organized by concepts and skills that each student
may apply to their individual career paths. Lowe joins a growing group of musicologists who are
teaching their classes around concepts and skills (Burke, 2014; Seaton, 2015). Some

22
musicologists have pushed the boundaries of the canon and taught music that is not codified into
the Western classical music canon (Cook, 2010; Koskoff, 1999, Seaton, 2010). Adding music of
the typically “othered” can be a way of teaching students to appreciate and learn other cultural
ways of thinking about and creating music—students who must know entrance exam material for
graduate studies may learn that on their own time (Cook, 2010; Koskoff, 1999; Seaton, 2010). In
addition, because students are entering into diverse types of music careers, students should be
taught skills of choosing material to study that fits within their chosen career paths (Lowe, 2015).
Aside from the students selecting topics that relate to their career, however, the duties of the
musicologist and teaching the canon are intertwined. All musicologists who decide to expand
their pedagogy, in content and teaching techniques, must face a choice about what do with the
canon.
The Role of the Canon in Music History Pedagogy
The canon remains the center of daily practice in music schools and, thus, also the center
of music history pedagogy as it continuously promotes the repertoire of great men of the past.
The canon, the “set” collection of musical pieces that every person in music must know, has been
an ever-present source of discussion for musicologists, and other educators within music
academia due to its unwavering, central position within the curriculum (Citron, 1993; Fink,
1998; Madrid, 2017). For musicologists, the task has fallen to teach the facts about this
foundational repertoire as well as the aesthetic reasons for knowing it (Burkholder, 2015).
Students may learn some of these musical works in ensembles settings or private lessons, but it is
the musicologists’ responsibility to contextualize and reinforce the importance of these works,
although the accrediting body for music academia, the National Association of Schools of Music
(NASM), does not require that all of these works are taught, and pedagogues have some freedom
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in their choice of class content and pedagogy (Gibson, 2015). Musicologists may often want to
teach music outside of the canon, but the fact that they feel obligated to teach these musical
works makes the time constraints with music history courses feel overwhelmingly restrictive
(Lowe, 2015, Seaton, 2010). Because musicologists understand there are many practices
dependent on their teaching the canon—the knowledge is needed for students to navigate music
academia and to eventually pass entrance exams for graduate programs—musicologists often
lament the inability they feel to include contemporary music or any music that strays from the
established works (Broman, 2010; Burkholder, 2002, 2015; Corrigan, 2002). Music history
pedagogy has become increasingly stifling for music and non-music students as the pedagogical
values of musicologists and the students’ lived experiences in music increasingly stand at odds
with each other (Lowe, 2015).
The supremacy of the canon—enforced by musicologists and performers and
conductors—ensures that the same men are represented as acceptable music. In sum, the
discourse of music history pedagogy has consistently been that of guarding the integrity of
musicology as a discipline and music history as the guardian of music. Musicology depends on
its positivist and male-centered pedagogical practices for legitimacy. These practices include
valuing empirical data, furthering a master narrative of history, and using narrowed pedagogical
techniques of lecturing and assigning students a summative paper as the final project of the
course. The pedagogical practices of musicologists have themselves been formed into a canon,
and, as educational ritual, these practices serve an extremely practical function for both music
majors and non-music majors. Music majors learning this canon of music history-in-practice are
expected to memorize the material and emulate their professor’s practice in “musicology
making” (Broman, 2010), similar to the master-and-apprentice model employed by performance
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studies in music academia (Hewitt, 2009). Absent from most of the traditional literature are
pedagogies that would allow for student choice in class content, student or teacher creativity in
engaging with class content, or non-traditional assessment techniques. Just as musicologists
adhere to a canon of pedagogical practice, music academia answers to a set canon of musical
works that every music student should know—and every non-music student should know in
order to add cultural value and to enhance chances of their concert patronage. This canon ties
practices of music academia together and exercises such hegemonic ideological control that it is
impossible to imagine an undergraduate music curriculum without it.
It is in the non-major music history courses that I feel there are possibilities for
innovations, even within the parameters of pre-determined university or college course goals.
What standards do students who are not expected to be leaders in music face in a music course?
What is the pedagogical imperative for reinforcing the canon for non-music majors? What is lost
by straying from typical pedagogical practice? Patti Lather (1991) described curriculum and
pedagogy as “contested cultural terrain” within which master narratives and “those selfdesignated guardians of orthodoxy” monitor and regulate culture within these areas (p. xvi).
Musicologists act as the “guardians of orthodoxy” for the narrative of music history within the
undergraduate music curriculum, as well as music within higher education. As a participant in
the guardianship and music-historical gatekeeping, I would like to do my part to question and
disrupt the male-driven, male-focused master narratives of music history pedagogy within music
academia. However, more than adding and removing content from classes, or adding and
removing assignments, a shift in epistemology within music history classrooms is needed in
order to push ourselves closer to the twenty-first century values of diversity that many
institutions of higher education now seek to include. Further study into feminist pedagogy as
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emancipatory education in the music history classroom could open the door to diverse
perspectives. A feminist lens would privilege diversity and creativity within music history
classrooms, and thus, positively influence all students who interact with music history in higher
education toward freedom as they consider their futures.
Feminism and Pedagogy
I have experienced years of enculturation into a patriarchal-defined narrative in music
history pedagogy courses; I am now deciding I want my music history pedagogy to follow a
feminist liberatory education, for myself and my students. Before I review feminist music
scholarship, I will review the scholarship of feminist pedagogies. Sara Ahmed (2017), writing
about what kind of feminist world we want to build for ourselves, has written, “To build a
feminist dwelling, we need to dismantle what has already been assembled; we need to ask what it
is we are against, what it is we are for…” (p. 2). It is my hope that in naming what music history
pedagogy currently is, I can begin to name what feminist music history pedagogy could be and,
thus, begin to construct a feminist dwelling within my classroom.
Because feminist pedagogy is often located as an individually-defined and generative
theory in practice in the classroom, I have selected the following from feminist pedagogy
literature in order to directly address my own inhibitions regarding teaching as a feminist. In
addition to choosing literature that relates specifically to my fears of using a feminist lens in a
higher education classroom, I have chosen selections based on what I believe I will encounter
while teaching a music history course. Although some feminist pedagogy works question how
students engage with feminist pedagogy (Bauer & Rhoades, 1996; Nicholas & Baroud, 2015), I
am not concerned with these resources. Instead, I would like to explore more deeply the role of
the teacher, her identity-making, and her becoming as a feminist pedagogue.
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Definition of Pedagogy
The literature I am reviewing relates specifically to my past pedagogical experience, and,
based on that experience, what I may assume will be my future experience when I teach. When I
taught my first class at a satellite location of a community college, I was in my mid-20s, and I
looked years younger. Before I even met my students or knew the culture of the college, I felt
concerned with how I would be viewed as the “teacher,” i.e., an authority figure. On my first
night teaching at the satellite location, the administrator in charge came into the classroom and
began to tell a student, “When your teacher gets here…” as I stood at the front of the classroom,
setting up my books. My fears were confirmed; I looked like a young girl—I did not look like a
teacher.
When I write about pedagogy, I am writing about pedagogy in both the word’s traditional
meaning of the teaching methods and curriculum design choices that comprise the “art” of
teaching (Luke, 1996), as well as a definition of pedagogy according to Michalinos Zembylas
(2007). Zembylas (2007) described pedagogy as, "the relational encounter among individuals
through which unpredictable possibilities of communication and action are created…a site of
intersubjective encounters that entail transformative possibilities" (p. xiii). I view feminist
pedagogy in my own field of musicology as active choices to thoughtfully counter, through
reflection and action, the hegemonic masculinity in music history scholarship and practice (Cook
& Tsou, 1993; Cusick, 1999; Koskoff, 2014). These choices actively worked against how my
scholar and pedagogical selves were indoctrinated through my schooling, and even now into my
current administrative work in a school of music. In other words, as pedagogy is “as much about
social hierarchies and the ideological and political dimensions of education as it is about
classroom practice” (Crabtree et al., 2009, p. 1), I asked “why” about much of the practice that I
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employed. Berenice Malka Fisher (2001) has written about a “double lens” within which she
negotiates the social justice concerns of a feminist lens within the hierarchical, immovable
structures of higher education. This double lens widened and fractured as I sought to navigate the
parameters of feminist theory and the rules of music academia, all within the larger structures of
higher education.
Feminist Pedagogy
At its origins, feminist pedagogy grew out of the civil rights concerns of gaining equality
and justice for women’s issues in the 1970s women’s movement (Shrewsbury, 1987). Feminist
pedagogy gave teachers a way of implementing those concerns of women’s voices being heard
regarding their needs in education (Fisher, 1981). Consciousness-raising, a practice of the
second-wave women’s movement in which women would share their experiences with each
other as a way of voicing women’s issues and finding solidarity with each other, manifested in
the classroom as acts of privileging emotions and allowing teachers and students’ self-definition
as the foundational component of this form of education (Fisher, 1981). Feminist pedagogy
began in women’s studies courses, and other fields soon began to adopt the pedagogy as teachers
began to see the need to include the social construction of gender as affecting their fields (Luke,
1996). Feminist pedagogies include elements of critical pedagogy (Weiler, 1995), engaged
pedagogy (hooks, 1994), and approaches to feminism such as the restorative approach, which is
concerned with a person’s own empowerment as a way of participating fully in social
relationships (Llewellyn & Llewellyn, 2015). These pedagogies serve with other iterations of
feminist pedagogy (Maher & Tetreault, 2001; Maybery & Rose, 1999) to offer a glimpse of how
social justice concerning women’s issues appears in classroom practice, even though a singular
definition of feminist pedagogy may be elusive.
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What is feminist pedagogy? A general definition of feminist pedagogy is difficult to
pinpoint because feminist pedagogies “do not divide neatly into distinct political and educational
philosophies” (Fisher, 2001, p. 45). The concerns of feminist pedagogues follow the concerns of
feminist theory: thus, defining one pedagogy for all would bare resemblance to defining one
woman for all. Where feminists once had narrowed concerns about social justice for women,
they now try to avoid essentializing the experience of any woman (Ahmed, 2017), and, further,
try to consider the needs of all women rather than just those of white-middle class women
(hooks, 1994). Feminism now concerns itself with the experiences of all women, and even the
negative effects of societal enforcement of gender roles in men’s experiences (hooks, 2000).
Since feminist pedagogy has many definitions, I have found the stories and lived experiences of
feminist pedagogues to illuminate numerous ways of practicing feminist pedagogy, as I will
elaborate on in the next section. As I theorized about what my feminist pedagogy would look
like, I pursued Patti Lather’s (1991) assertion that “the concept of pedagogy focuses attention on
the conditions and means through which knowledge is produced” (p. 15). I remained acutely
aware of the knowledge reproduction that music history pedagogy supports: knowledge about a
specific, male-centered canon of musical works that is handed down from the teacher to the
student through lectures, with the student showing their knowledge by writing a summative
paper at the end of the course (Citron, 2000). I wanted to explore how feminist pedagogy may
reveal the conditions and means of that reproduction. In addition, I remained aware that the
practices of feminist pedagogy and of music history pedagogy are situated on opposing
epistemological sides—the former endorses a knowing that evolves and the latter reproduces the
already-known. Those opposing forces battled in my heart and mind. Therefore, the components,
issues, and particular practices that I explore are directly related to what I imagined I would
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experience as the teacher in a feminist music history classroom.
A Feminist Pedagogy of My Own
Although feminist pedagogy defies a narrowed definition, some descriptions of feminist
pedagogy in action have been helpful in constructing a feminist music history pedagogy for
myself. I distinguish “a” feminist pedagogy, rather than one pedagogy, as feminist music history
pedagogies already exist, and many are still appearing in the literature. Fisher (1981) describes
feminist pedagogy as "a perspective on teaching which is anti-sexist, and anti-hierarchical, and
which stresses women's experiences, both the suffering our oppression has caused and the
strengths we have developed to resist it" (p. 20). The practices of feminist pedagogy include
reconsidering what counts as knowledge. Students are allowed and encouraged to share their
experiences as a form of knowledge in the classroom, and any accompanying emotions involved
in these conversations are welcomed (Bright, 1987; Fisher, 1981). The teacher, in most cases,
concedes total control of her class and proceeds to help students learn “as a personal process”
(Dodd, 2000, p. 337), and as a way of “reclaiming the self as agent” (Bright, 1987, p. 99). Some
feminist pedagogues draw natural connections between a Freirean pedagogy, which rejects the
“banking concept” of the teacher feeding information to the student and advocates for knowledge
created from students’ life experiences (hooks, 1994; Jackson, 1997; Shrewsbury, 1987; Weiler,
1995). At the same time as students are empowered through a feminist pedagogy, teachers must
be aware of how they use their own power as authority in the classroom (Bauer & Rhoades,
1996; Friedman, 1985; Weiler, 1995). Most feminist scholars agree that some authority should
shift from the teacher to the students in order to fully include and engage with students’
experiences within the classroom (Dodd, 2000; Maher, 1985). However, particularly in higher
education, scholars have noted that there is an institutional hierarchy of teacher and student that
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teachers must still contend with (Friedman, 1985; Weiler, 1995). Additionally, Susan Friedman
(1985) has noted that the denial of authority to a woman teacher would put the woman in the
same diminutive place as she would normally be situated in a patriarchal society. Although I am
interested in some specifics of how feminist pedagogy unfolds in practice, I am more interested
in the philosophical framework of pedagogy in feminist principles that seeks to be a
“reexamination and reimagining of what happens in any classroom” (Crabtree et al., 2009).
In sum, the kind of feminist dwelling (Ahmed, 2017) I wanted in my music history
classroom would allow for creativity in what counts as knowledge (Apple, 2004), and would
allow diverse students freedom in expressing their lived experiences, as it connects with course
material and their worlds. I envisioned a feminist classroom that would allow me to find a
freedom from authority of knowledge in order to challenge the institutional hierarchy within the
classroom that inhibits the sharing of knowledge.
Feminism and Music Scholarship
Feminism in music scholarship, drawn from a number of music-academic subfields
including musicology, music theory, ethnomusicology, and composition, offers a framework for
feminist pedagogy in music history. My framework for a feminist music history pedagogy relies
on these other music-academic studies. Each scholar writing in an academic field in music acts
as a voice added to the discussion, as a sort of solidarity through literature, which unites the
relatively underground feminist locations of music scholarship. In other words, reading the
intersections of feminist thought within these academic music fields is necessary in order to gain
a larger understanding of feminist work within music scholarship (Lamb, Dolloff & Howe,
2002). In addition, I elaborate on feminist musicology and feminist music education in this
chapter as my study existed within the interplay of these two fields.
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Despite being nearly buried by mainstream musicology, feminist musicology has
persisted. Feminist musicologists have collectively challenged the masculine origins and
disciplinary traditions of musicology for over thirty years. I am astonished and appalled to have
just now located feminist musicologists and the body of their collective scholarship. I attribute
my late discovery to my own indoctrination into musicology as a masculine-focused, positivist
discipline. I was taught one “correct” way of doing musicology and was warned about other
ways of doing musicology. I view this as an example of how women’s musical activities in many
ways are still influenced by “a historical process of making those activities invisible” (Bowers,
1989, p. 87). In my musicology social circles, using critical theory and social theory to read into
the intentions of music creation and the conditions wherein music was composed or performed
were not correct ways to investigate or report on music history. I was never introduced to a major
work that expanded the field of musicology toward critical theory, Susan McClary’s Feminine
Endings (2002), despite having occasions in theory and music history classes wherein
mentioning McClary’s work could have been appropriate. In large part, these scholarly ventures
into innovative ways of thinking about music were dismissed by most members within my own
musicological social circle. I have found, in my own experience, and in literature, that the
positivist tradition of knowledge is typical for graduate programs in musicology, where most
musicologists have their scholarly origins (Citron, 1990). Although the feminist movement in
music scholarship has been compared to the first, second, and third waves of feminism, as far as
goals and ethics are concerned (Citron, 2004; Lamb, Dolloff, & Howe, 2002), I view the feminist
movement in music scholarship as running along its own historical timeline. As Citron (1990)
has noted, feminist musicologists arrived at critical theory only after it was no longer trending.
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Issues in Feminist Music Scholarship
Feminist music scholarship has braved a long history of resisting music’s conservative
foundations by pushing for postmodern epistemologies, particularly as is found in critical theory
(Citron, 1993). In response to arguments that social and critical theory have no place in music
study, feminist music scholars have been quick to underline the importance of gender and sex in
determining many factors in a woman’s life in music including: access to instruction, access to
the societies of these musical institutions, as well as access to performance opportunities and
venues (Bowers, 1989; Citron, 2000; Cusick, 1999).
Musicology has long been rooted in a history of research focused on male subjects, based
on positivist epistemology and, thus, positivist research practices (Citron, 1993). In addition to
decades-long practice of focus on composers within the Western, European canon, this positivist
and male-focused tradition is due in part to the nature of the AMS’s creation (1934). At the
founding of the AMS, its all-male group of composers and scholars balked at including women
because they felt it would delegitimize a society that they wanted to fit into mainstream science
societies. The female body, its physical presence in discussions and its scholarly presence as
subject for study, would surely delegitimize and ruin a serious academic society (Cusick, 1999).
For feminist musicologists, the inclusion of scholarship on women and their lived experiences, as
well as the elevation of women’s music to the level of the “great composers” included in the
canon, stands in opposition to the very foundations of the masculine-centered, positivist tradition
of musicology (Citron, 1993; McClary, 2002). As some have argued that the social does not play
into music, McClary (1994) has made an argument for music theory that “if the discipline is to
survive,” it must be more inclusive and open to other ways of analyzing various repertoires,
redefining “the project of Western formalist theory” (p. 79). McClary’s argument rejecting
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formal analysis as the only way of theoretically knowing music represents the thoughts of other
feminist scholars in music regarding opening music scholarship’s boundaries to include social
concerns (Cusick, 1994; Hisama, 2000; McClary, 2002). McClary (1994) continued,
Once we begin to recognize the ways in which music operates as an integral part of the
social world, it becomes impossible to draw a line and exclude the questions now
circulating through the other humanities concerning, say, gender. We need only ask:
‘Does gender enter into this picture?’, and the evidence starts pouring in. (p. 70)
While one project of feminist music scholarship has been to incorporate postmodern theories and
epistemologies in scholarship, such as critical social-theoretical readings of text in music and the
context of music-making and performance, another project has been to actively incorporate
women into both music history and present-music by privileging research on women in music.
Feminist musicology, at its origins, began in a comparable way to the women’s rights movement
in the 1970s: women having conversations together and connecting over shared issues of
underrepresentation and oppression in music (Koskoff, 2014). These conversations provoked a
flood of feminist scholarship in the 1990s. Citron’s Gender and the Musical Canon (2000),
McClary’s Feminine Endings (2002), edited works of Susan Cook and Judy Tsou’s Cecilia
Reclaimed (1993), Ruth A. Solie’s Musicology and Difference (1995), Phillip Brett, Elizabeth
Wood, and Gary C. Thomas’s Queering the Pitch—all of these iconic works were published at a
time of growing scholarly attention to gender and women’s issues in music. Scholarly work in
feminist musicology persists into the present time, with recent books on feminist scholarship on
topics such as gendered readings of Broadway musicals (Wolf, 2011), women’s roles in heavy
metal (Hill, 2016), women in electronic music (Rodgers, 2010), and women's music festivals
(Hayes, 2010).
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Feminist musicology’s first project brought women as subjects into music history
classrooms. A panel in the 1988 AMS meeting served as a significant starting point for feminist
concerns in entering musicology, particularly regarding teaching women in music (Citron, 1993;
Cook, 1989). Musicologists on the panel shared their experiences bringing women into music
studies and highlighted pedagogical suggestions for teaching women into the established music
history canon. Their suggestions included “mainstreaming” women composers into typical music
history content, analyzing the social implications of music history as it is currently taught, and
teaching specific courses on women and music, often within women’s studies departments
(Cook, 1989). Of these three approaches, the social analysis style—analyzing music by
considering not only the actual composition, but also the social context of its creation,
production, and consumption—is the feminist approach most often used by music history
pedagogues now (Wilbourne, 2017).
Feminist Music Education
Whereas feminist musicology has added women to the music history canon and
implemented scholarship on women, feminist music educators offer a broader view of education
within music. Music education, once behind musicology in its acceptance of feminist issues
(Gould, 2004; Lamb, 1996), now boasts a rich community of scholars who have devoted their
scholarship and teaching to feminist issues in music education. Though some music education
scholars lament that the work done in this field has been forgotten or silenced by the larger music
education community (Gould, 2004; Lamb & Dhokai, 2015), I am grateful for the rich legacy of
scholarship within which I may situate myself.
In Roberta Lamb’s (1994) words, feminist music education is “…the social action
component of feminist music theory” (p. 62) within music academia. While feminist
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musicologists often engage in deconstructing the history of women’s experiences, feminist music
educators offer a view on the social reconstruction of music within music education, including
examining how knowledge is transmitted through education (Lamb, 1994). Earlier scholarship
on gender and feminist issues within K-12 music education contexts included—and was “stuck”
in this way of thinking (Lamb, 1994)—gendered characteristics of musical practice through
instrument choice, ensemble choice, and so on (Lamb, 1996). Later feminist music education
scholars within these same K-12 music education contexts, exploring more into feminist inquiry,
deepened their research into “how we teach as well as what we teach” (Lamb, 1993/1994, p. 5),
to include aesthetics of music education as well as pedagogical practices within the music
academia (Lamb, 1996; O’Toole, 1994).
One particular challenge for feminist music educators has been rejecting concepts of
music as something that is transcendent, and, therefore, cannot or should not include life
experience (Lamb, 1996). Lamb (1996) has written, “While feminist education often legitimates
life experience as an appropriate subject of analysis, few experiences could be more illegitimate
in music study: “Music, according to aesthetic theories, transcends life” (p. 125). Further, the
field of music education continues to support this view. Lamb (1993) has commented that the
“music education bureaucracy has a two-fold task: to maintain that music teaching is a science
and to maintain the masculinist definition of music as rational, objective, and transcendent” (p.
12). It is the argument of many feminist music education scholars that music education needs
feminist inquiry exactly because of the “patriarchal structures and assumptions on which music
education is based” (Gould, 2011, p. 131), which often exclude certain people, women and
minorities, from full and joyful participation in their music communities.
Feminist music scholarship offers liberatory practice for the curriculum and for
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pedagogy. Scholars who follow the feminist movement mantra of “the personal is political” will
be moved to action within their departments or schools (Gordon, 2015). Feminist scholars who
are committed to the feminist movement ideals of social justice in action will use their ideals to
push for inclusive classroom practices, as well as changes in discriminatory and oppressive
practices outside of the classroom in higher education. For example, Bonnie Gordon (2015) has
relayed how, as university cases of sexual assault are being brought to light, women and music
classes give the space to have discussions, with the social in mind, about historical music such as
Mozart’s The Marriage of Figaro that contain content normalizing sexual assault (Gordon,
2015). For Gordon, classroom conversations about rape culture open the door for departmental
and school conversations on the same topic—and these conversations are necessary for the
health of students and faculty in our society. Often these conversations begin in the classroom.
What could a feminist pedagogy look like in a music history classroom?
Feminism in Music History Pedagogy
As music history pedagogy continues to grow as a recognized part of the AMS,
musicologists are just beginning to explore intersectional pedagogical techniques. Music history
pedagogy, still in its infancy, has yet to formally plunge into the topic of feminist music history
pedagogy (Dirkse, 2015), although feminist pedagogy is often discussed in the AMS Committee
on Women and Gender (Wilbourne, 2017) and has received nods in musicological scholarship
(Beck, 2014; Citron, 2000, 2004; Cook, 1989; Natvig, 2002; Wilbourne, 2017). As a number of
feminist music scholars have been teaching as feminists for many years—explicitly expressed or
not—I draw from their collective work in music education, ethnomusicology, music theory, and
musicology in order to theorize a feminist music history pedagogy. The following examples are
portions from feminist music scholars’ stories of their engagement with their own feminist
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pedagogy in their classrooms.
Feminist pedagogy in music history classrooms began in similar ways as feminist music
scholarship began by including women as topics within the master-works narrative of music
history courses (Wilbourne, 2017). The premise of feminist pedagogy is the need for women’s
issues to be represented so that women can experience liberation. In order to know what
women’s issues are, women must bring them to light together—consciousness-raising. Not until
feminist musicologists began their own consciousness-raising were women added as subjects of
study in music history courses (Cusick, 1999). The commonly called “add and stir” approach,
found in art history (Pollock, 1987; Roth, 1987), as well as other historical disciplines (Bennett,
2006), allowed and still allows musicologists to teach the “great works” literature without
removing any of the great composers, thus, simply adding women to the established narrative of
music history. Most, if not all, music history teachers feel they must teach the canon (Dirkse,
2015). Just adding women to the canon has been exposed as still “going along” with masculine
ways of knowing that privilege the narrative of the great composer (Citron, 2000; Cusick, 1999;
McClary, 2000; Wilbourne, 2017). For some music history pedagogues, even the act of teaching
about talented women musicians in music history can be done without examining fundamental
assumptions about how these women are presented—their relationship to their male companions,
their sexuality, and their class (Citron, 2000; Wilbourne, 2017). At the same time, even when
teachers do elaborate on assumptions and issues of sex, gender, and women in music, students
may not respond well, or as is expected they should respond. While the practice of including
women in music history was new in the 1990s, students in music history classrooms today will
probably be accustomed to reading about women in music history and will “be less open to
explanations that propose adverse social or personal conditions to explain why women have not
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advanced” (Citron, 2004, p. 51).
With women now obligingly mentioned in course content, how could a feminist music
history pedagogue then conduct her class? Feminist practices used by music scholars include:
creating space for greater presence of student voice (Coeyman, 1996), allowing students’
experience to count as knowledge (Beck, 2014; Citron, 2004), and incorporating projects about
students’ own life stories as it relates to course content (Citron, 2004; Sarkissian, 1999). While
many feminist music history pedagogues attempt to incorporate aspects of feminist pedagogy
within their courses for music majors, some teachers have the option of teaching women’s music
courses that are often combined with women’s studies departments (Macdonald, 2004;
Sarkissian, 1999). Another aspect of feminist musicology pedagogical practice incorporates the
politicization of women’s work in music (Citron, 2004; Hisama, 2000), a topic not often
included in musicology, which privileges “music only” musical analysis apart from social
conditions (Koskoff, 2014).
Emily Wilbourne (2017) has presented a thoughtful study on feminist pedagogy within
her own music history classroom. Wilbourne (2017) used the 1988 AMS panel on engaging with
women’s music (Cook, 1989) to outline three ways of incorporating women in music history
courses: “mainstreaming” as the practice of adding women into the already-established canon;
teaching the canon while framing music as the product of its social context; and teaching a class
on women’s music in a women’s studies department. In her study, Wilbourne (2017) has aligned
herself with Elizabeth Woods’ (1988) postmodern critique of discourse within traditional music
history survey courses. Wilbourne’s (2017) account offered a personal view of how she
organized her syllabus, assignments, how she treated her students, and how she first became
acquainted with feminist musicology by reading the works of scholars mentioned in this chapter.
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While Wilbourne writes about feminist pedagogy, her practices, as shown through her article, do
not necessarily highlight common aspects of feminist pedagogy such as consciousness-raising or
privileging students' voices and lived experiences. Instead, her article, self-professed as
pragmatic, details the importance of honing students’ writing skills, while her enjoyment comes
from students’ chances “to have the opportunity to think and work like a musicologist”
(Wilbourne, 2017, p. 13). At the same time as Wilbourne is actively engaging with her own
feminist pedagogy in her classroom, her goals for her students still seem to belie an allegiance to
traditional musicological goals for students educated in music.
Wilbourne’s honesty about the conflict between her idealism and her pedagogical reality
comforted me as I began to engage with my own feminist pedagogy. Even though very little
literature exists that is written expressly about feminist pedagogy in music history classrooms,
her words made me hopeful. Wilbourne (2017) noted that even if she does not succeed in her
pedagogical efforts, “the process of trying is—in and of itself—an actively feminist practice of
pedagogical method” (p. 17). Before I began my study, I chose to believe that the process of
engaging in feminist pedagogy, even if it would not be a perfect practice, would make a
difference in my students’ lives, as well as my own personal and professional life.
Conclusion
In response to my lived experience as a female student in music, and now female music
history pedagogue, I would like to offer this counter-narrative of the possibilities for women’s
empowerment and liberation through feminist pedagogy in my music history classroom. My
venture to merge feminist musicology and feminist theory reflects my effort to understand how I
may create a space for myself and for others like me in music academia to imagine our own
possibilities of living (Greene, 1995). When I began my study, I was both discouraged by the
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experiences I had as a woman interacting with the music history canon—and by the experiences
young women in music academia had shared with me—but, I was also hopeful. I believed, with
Elizabeth Gould (2004), that “feminism as critique troubles long-held assumptions, disrupts
dualistic concepts and oppositional thinking, accepting nothing as given…” (p. 77). I began this
exploration of feminist musicology, feminist pedagogy, and concepts within poststructural
feminist education (St. Pierre, 2000) with high hopes that this disrupting feminism would open
new ways of thinking and being in music history pedagogy. Additionally, as I read this literature,
I began to understand that I would need to re-orient myself in the field of musicology, which has
operated as a male-centered discipline in its scholarship and practice since its founding (Cusick,
1999). Most musicologists have taught the canon, the specific collection of masterworks by great
composers, as a chronological survey consisting of analyzing music and explicating historical
facts to a consonant tune of excluding feminist or any social justice issues necessary to a twentyfirst century curriculum that wants to include diverse bodies and diverse music. As an answer to
the consonant practice of music history pedagogy—strangely divorced from current
interdisciplinary practice in musicological scholarship—feminist theorizing in music offers
tension that, according to Citron (1993), “need not be negative factors,” but may “suggest a
flexibility that can accommodate diverse perspectives and approaches in music” (p. 67). I would
like to argue that it is time to embrace the tension of incorporating feminist practices in music
history classrooms. Feminist pedagogies in music academia hold the potential to be pedagogiesas-relational encounters that could offer transformative possibilities in music history classrooms.
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CHAPTER THREE: SHE SEES HER: METHODOLOGY
In this chapter, I describe the research methodology I used to explore my feminist
pedagogy. I chose the self-study research approach based on its theoretical and practical
implications for examining and developing my feminist pedagogy. My self-study focused on the
research question: what does a feminist pedagogy look like for me? In the following pages, I
elaborate on methods from which I drew throughout the self-study, the details of the research site
and the research participants, and how I collected and analyzed the data throughout the study.
After several years of administrative work with students in a music school, I have
witnessed how women navigate the culture of music schools, particularly within classrooms. I
had long experienced misogyny in my day-to-day workplace interactions, but more than that, I
had noticed the misogyny built into the music curriculum wherein women are not represented or
are tokenized in ensemble repertoire, class content, and pedagogical practices. I had also noticed
and felt the non-existence of diverse or various epistemologies and ontologies within higher
education music programs. My experience compelled me to push the boundaries, through my
pedagogy, of both how women are presented as subjects and how they participate in classrooms
in higher education. Thus, because of my experiences and my conversations with women in the
school, I actively sought to do what I could to offer a space where women could have a voice.
For me, this space could be created in the classroom.
I approached the Women and Music course eager to teach it. However, I had not taught
with a feminist lens or on women as subjects before this class. In an attempt to blend feminist
theory with feminist music scholarship with pedagogical practice in a music school, I asked
myself: what would feminism look like in the music history classroom? How would a feminist
engagement with music history pedagogy unfold in practice? Scholars have indicated that music
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educators 5 do desire to practice feminist pedagogy in their classrooms and are searching for
meaningful ways to engage with students in classrooms (Lamb et al., 2015; Wilbourne, 2017).
However, accounts of feminist pedagogies in music history classrooms have not offered detailed
perspectives about the epistemology and ontology of being and becoming a feminist educator in
a music history classroom. This self-study does not explicate how to be a feminist pedagogue, as
each feminist pedagogue practices her own unique lived experience through her pedagogy
(Fisher, 2001). This study does, however, provide a critical look for myself into my own practice
as a story of “ways of making sense” (Coia & Taylor, 2009, p. 170) of feminist pedagogy in
practice. This study offers myself, and the education and music communities of which I am a
part, an example of using feminist pedagogy in higher education as a resistance to the maledominated discourses throughout history (Bennett, 2006). While teaching music history is
specific to my personal and professional path and will inform my teaching practices in the future,
this study could also provide an example of self-study research to other educators who are
thinking about studying their own teaching practices.
Self-Study Research
Self-study research offers a unique framework well-suited to my research inquiry. When
I first began teaching, I thought about my own teaching practice often, but did so in an
unsystematic way. The purpose of my self-reflection then was to teach myself music history
pedagogy. I reflected on what I said in class, the choices I made regarding content and
assignments, and how my students interacted with me. As is common for most teachers, the point
of my self-reflection was to improve my practice and to help my students (Schön, 1995). Despite
having a background in piano pedagogy, I was unprepared to teach a college course in a
When I use this term, I am referring to those who educate within music academia—I am not writing specifically
about the subfield of music that is music education.
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classroom setting. Additionally, I was desperate to learn how to teach in a classroom since I had
no formal training in classroom teaching from which to draw. I was a new adjunct on a satellite
campus and had no pedagogical community at the time on which to rely for feedback. This selfstudy, as a systematic approach to studying my own teaching practice has helped me, for the first
time, carefully and critically engage with all aspects of my pedagogy, especially the gendered
ways in which I navigate my identity as a feminist teacher.
I wanted to conduct a self-study in order to explore my becoming (Deleuze & Guatarri,
1987) as a feminist, as well as to investigate the socio-political world of the music history
curriculum into which I have been socialized. Music history pedagogy and musicologists, despite
provocations at the more progressive edges of the discipline (Citron, 2004; Cusick, 1999;
Maiello, 2013; Sarkissian, 1999; Wilbourne, 2017; Woods, 1988), have largely remained stuck
in a cycle of masculine-centered practice. Despite the interest of a growing number of music
history pedagogues in inclusive practices, many habits in music history classrooms have endured
through the last sixty-plus years to the detriment of excluding women and diverse figures located
in music history. These masculine-centered practices in music history classrooms include
focusing on texts that present men exclusively as subjects with agency (Citron, 2000), using a
Western classical traditional music theory as the only way of knowing music (Hisama, 2000),
privileging the instructor as the primary knower and disseminator of the material (Dirkse, 2015),
and considering music as autonomous and detached from social influence and, thus, outside of
socio-historical analysis (Citron, 2000; McClary, 2002). While some musicologists have
explored feminism in their own pedagogical practice (Beck, 2014; Citron, 2004; Macdonald,
2004; Sarkissian, 1999; Wilbourne, 2017), I was curious to know what an in-depth study of my
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own feminist pedagogy could possibly reveal to myself, my music community, and to the wider
education community.
Self-study research was introduced to me at the end of my doctoral coursework. I read a
few texts that defined the purpose of self-study (Laboskey, 2004; Pinnegar & Hamilton, 2009)
and realized that it was acceptable for me to formally study my teaching as a research project. As
I had received no formal education in classroom teaching when I first started teaching in a
community college years ago, the opportunity to conduct an in-depth study of my own teaching
appealed to me. I had wondered throughout my doctoral program in education—how would I
teach music history with what I know now? Additionally, I had begun to write about my
personal, political, and music-educator self in my education program. Before this, I had
separated my personal self and my professional life. Now that I was trying to live a feminist life
(Ahmed, 2017) within a music school, I felt the resistance, verbal and physical, toward my living
a feminist life. Ahmed (2017) has described living a feminist life as having a strong voice,
speaking up against injustice, and challenging power structures (Ahmed, 2017). I had begun to
speak against gendered power structures within my workplace and I could feel the resistance.
With the stronger intersections of personal, political, and professional in my life, I began to
contemplate how my pedagogy would develop when I returned to teaching after four years in a
progressive education doctoral program. What would this look like for me as I taught this time as
a newly self-identified feminist? Self-study research allowed me to critically study my own
pedagogy as I consciously refused to reproduce my own past way of teaching music history in a
masculine-normative tradition.
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Self-Study Elements that Framed My Research
Self-study is a branch of qualitative research wherein teachers may examine their everyday practice to see how their beliefs about teaching are shown in their teaching practice. It
privileges the position of the researcher in the research process and the knowledge of the
educator regarding her own practices (Coia & Taylor, 2013; Laboskey, 2004; Loughran, 2004;
Pinnegar & Hamilton, 2009). Self-study promotes the primacy of the epistemological and
ontological of the self when conducting research. Whereas other forms of qualitative research are
conducted from an outsider-looking-in perspective, self-study research allows teachers-asresearchers to gain a deeper understanding of educational practices from an insider perspective
(Laboskey, 2004). Self-study research uses data created by the teacher, as well as data gained
from the teacher interacting with others, such as students and other teachers (Loughran, 2004). I
chose the self-study research approach because of the parameters I could potentially set within its
framework. I needed to study my own practice, and I desired to do that through a feminist,
poststructural lens in such a way that I could explore both the epistemological and ontological
foundations and implications of my practice.
Self-study originated from teacher education programs as educators began to challenge
the idea that they could not draw valuable insight from studying their own practice (Samaras &
Freese, 2009). Teachers needed to analyze their own practice as a way of exploring issues they
encountered every day and finding ways of improving those issues (Samaras & Freese, 2009).
Used primarily by teacher-educators who wish to take a critical look at their pedagogy in order to
improve it, self-study research can be defined as “researching practice in order to better
understand: oneself; teaching; learning; and, the development of knowledge about these”
(Loughran, 2004, p. 9). The research methods used in self-study may vary due to the context of
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each study. As John Loughran (2004) has written, there are no pre-defined research methods for
self-study research because it “tends to be methodologically framed through the
question/issue/concern under consideration” (p. 17). After first reading about self-study research,
I was surprised by how quickly it resonated with my historical self—not trained as a classroom
educator and stuck in repeating the pedagogy with which I was taught—and my present self—
studying in a College of Education and eager to teach through a feminist worldview. Self-study
gave me a broad approach through which I could hone my research methods to investigate the
complex tensions between my past and present teacher-selves.
Despite the name of “self-study,” this research approach does not only focus on the
teacher’s own assessment of their selves. Rather, self-study necessarily engages with the context
within which the teacher works. Mary Hamilton and Stefinee Pinnegar (1998) have described
self-study in the following way:
Self-study is the study of one’s self, one’s actions, one’s ideas, as well as the ‘not self’. It
is autobiographical, historical, cultural, and political and it draws on one’s life, but it is
more than that. Self-study also involves a thoughtful look at texts read, experiences had,
people known, and ideas considered. (p. 236)
As I designed and implemented my Women and Music course, I considered my own biography
as a musician and the cultural influences I experienced while in the music school and how that
interacted with and impacted my teaching as a feminist pedagogue. As Pinnegar and Hamilton
(2009) have noted, “the researcher’s voice, the readings, and the researcher’s sense of the sociopolitical aspects of their world come into play as the researcher engages in the systematic study
of practice” (p. 71). As a self-study researcher seeking to improve my practice, I both
constructed and implemented a study based on myself as well as my past and present teaching
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contexts. Without inquiry into my socio-political history, particularly within music, I would have
lacked a sharpened understanding of the nature of masculine-centered practices in my music
history classroom.
Epistemology and Ontology
In addition to privileging the teacher’s experiences and examining her practice within
social contexts, self-study research accommodates a postmodern approach to epistemology. Selfstudy interrogates what counts as “knowing” in research that has been associated with more
traditional qualitative research (Ham & Kane, 2004). As a postmodern research approach
(Bullough & Pinnegar, 2001), self-study challenges epistemology and seeks to discover new
ways of knowing about ourselves in the classroom (Kuzmic, 2014). Self-study researchers have
taken Schön’s “knowing-in-action,” an action research approach to a new epistemology for
educators, as a basis for their own studies.
In addition to examining epistemology, another primary concern of self-study is to
understand ontology as it relates to our becoming as educators. Pinnegar and Hamilton (2009)
have called ontology the “orienting stance” in self-study research. They have relayed the
importance of having both epistemology and ontology as foci in self-study by stating, “We
recognize that ontology (the study of what is real) implies epistemology (the study of how we
know what is real), and epistemology implies ontology” (Pinnegar & Hamilton, 2009, p. 7).
Considering both ontology and epistemology within self-study research allows the researcher to
explore assumptions and beliefs through practice.
Feminist Concerns
Self-study research allowed me to analyze my becoming as a feminist educator (Coia &
Taylor, 2013). As a postmodern view on the self and other, self-study research supports feminist
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theories that seek to deconstruct power structures in institutions and in the classroom. The
feminism that I practiced emerged from an intentional lifestyle of consciousness of women’s
positions and oppressions within society (hooks, 2000) and how those positions and oppressions
manifest in the classroom. This feminism I followed embodied activism to bring to light the
issues of women and to struggle for equality for women. I viewed my teaching as a form of
activism within the music school walls, a radical act of liberation (Freire, 2000) for myself and
my students. I practiced a feminism that advocated women supporting each other and practicing
intersectionality (Hill Collins & Bilge, 2016) while advocating for the awareness and resolution
of all women’s issues. Although I have limited experience with intersectionality and inhabit a
place of privilege as a white, straight woman, I kept in mind the intersectionality of my students
and how race, class, gender, sexuality and ethnicity (to name a few intersections) influenced
these women’s lives (Ahmed, 2017). Feminist teacher educators Monica Taylor and Lesley Coia
(2014) have written that self-study “helps to reflect on issues of power and authority in our
teaching” and “political aspects of our practice” (p. 4).
Poststructural Leanings
Further, self-study supports a poststructural feminist worldview (Coia & Taylor, 2017), a
theoretical framework that I have adopted for its openness to examining complexity and
becoming (St. Pierre, 2000) in education. Coia and Taylor (2017) have described their
poststructural feminism in their research as “an antireductionist process” and have suggested that
“a poststructural feminist approach acknowledges the teacher’s subjectivity, of being both the
subject and object of the reflection, as the one who both practices and also can improve that
practice” (p. 54). Does an educator want to use self-study for a definitive answer, or do they want
to dive into unknown territory in order to see differently? Schön (1995) first compared teaching
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to a fictional swamp wherein “lie the problems of greatest human concern” (p. 28). Vince Ham
and Ruth Kane (2004) noted that self-study is often “finding a way through a swamp (Ham &
Kane, 2004). Conversely, Coia and Taylor (2017) argued that self-study researchers should “stay
in the swamp” in order to open up more possibilities of knowing. I followed Coia and Taylor’s
example of staying in the swamp of the mysteries of teaching. I resolved that through self-study
research I would probably generate more questions of my own to continue studying.
My Classroom
I conducted my self-study while teaching a general studies course, Women and Music, in
an urban university with a diverse student population. The School of Music within this university
offered the course as a general studies course to both the music students and to the broader
student body. The student population within my class included both students majoring in music
and students in other majors, such as cinematography, biological sciences, music copyright, and
other majors. The majority of the students enrolled in the course were pursuing degrees outside
of the School of Music.
The University
The university where I conducted the self-study is situated in an urban environment. The
university serves a diverse student population with students hailing from both domestic and
international locations. The university’s mission is intimately tied with social justice concerns.
Because of the university’s mission, I believed that the students from the larger university
population would be receptive to a study rooted in feminist theory and feminist pedagogy. I
assumed that the students within the music school might be receptive to the course, if they were
women students, but I was unsure about how they would receive a radical teaching approach
after having learned in a conservative space. Additionally, I assumed that the students majoring
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in music would be surprised by the feminist approach to music that I used in the course, if their
experiences as women in music academia had been like mine.
The Course
I had not taught this particular Women and Music course before, nor was this course
being offered by the institution at the time. I found out later that the course had last been offered
at this institution twelve years before. While I began to formulate my ideas for my dissertation
research (knowing that I wanted to teach again), I intentionally searched the university catalog at
this institution to find a course that I could teach related to music and women, and I asked the
academic dean if I could teach that course. This course functions in the university, I found, as
with other music courses like it, as a core part of the university’s general studies sequence.
Students could take this course as part of their required classes in the humanities portion of the
university’s undergraduate curriculum.
At the time that I considered teaching this course, I had begun to reflect on my own
education into music and the culture of music academia as I had experienced it. In my entire
education in music, from childhood into graduate school, I could not remember being taught
about women as creative and important figures in the history of Western classical music. Were
there women active in Western classical music throughout history? Yes, but I had been taught a
music history—repertoire, composers, theories—devoid of women as subjects with agency
(Citron, 2000). I learned of a few exceptional women who stood as representational placeholders
amongst the creative men geniuses of each era (Citron, 2000; Rich, 1979). All of the above
influenced the curriculum I designed for the Women and Music course (thus my experience
influenced my methodology, influenced my curriculum, and morphed throughout the course as I
adapted and shifted my pedagogy to align with feminist principles). I had much freedom in
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deciding what I would want to teach in my course because the course description was (perhaps
intentionally) vague: “A survey exploring the roles of women musicians in their societies.”
I taught the Women and Music course over a ten-week term. Our class met one night a
week for three hours. I expected the student population for the course to be similar to those of
general studies music courses like mine: mostly general university students and perhaps a few
students from the music school who are curious about topics outside of their music curriculum.
The course was open to all students in the university and had no music prerequisites blocking
students from enrolling. My students came into the course with various experiences with music.
Many of my students had played an instrument in their childhood or throughout their elementary
and secondary education, while some of my students came into the course as avid music
listeners.
Students as Participants
As a self-study researcher, I was the primary participant in my study. Due to the nature of
my study, I focused my scholarly attention on what happened to my pedagogy for the duration of
my study. While I considered my own reflections on my teaching to provide the foundational
data in my study, I could not study my own teaching without considering the responses of and
interactions with the students. Therefore, I also included students as participants in my study.
The students who enrolled in the Women and Music course were invited to become participants
in the study because they were interacting with me, the primary participant, and would affect my
teaching through their interactions. The student-participants were all undergraduate students
within the more typical age-range for students at the university, ages 18 to 23 (University
Enrollment Management Data). Twenty-one students enrolled in the course—twenty women and
one transgender man. Of those students, seven were music majors in the School of Music and
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fourteen were students from varying colleges across the university whose majors included
cinematography, biology, business, and women and gender studies. The music students, though
they were not the majority of students in the course, were the majority of students in one
discipline and had a strong presence in the course. The music students, all women, provided
helpful feedback on their experience as music students entrenched in the culture, customs, and
habits of the School of Music.
Research Design
For my self-study research design, I used concepts and research techniques from
autobiography (Bullough & Pinnegar, 2001) and autoethnography (Coia & Taylor, 2013) to
frame my data collection and analysis. I understood that in order to understand my present
teaching experiences, I would also need to critically reflect on my past teaching (autobiography)
as well as the cultural context within which I had taught (autoethnography). I collected and
analyzed data through the following methods: journal writing, memory work, reflective practice,
audio recordings, field notes, anonymous surveys, teaching evaluations, and dialogues with my
critical friend, Melissa. A smaller part of my research design included the process of designing
the course. I include details about this process as a part of my methodology because as I designed
the course, I determined what elements of feminism were important for me to include in the
texts, lectures, and assignments and those elements then influenced the themes that were
generated from the data.
Autobiography and Autoethnography in Self-Study
For my self-study, I drew heavily on the work of scholars who have engaged with both
autobiographical forms of self-study (Bullough & Pinnegar, 2001; Kuzmic, 2002, 2012) and
autoethnographic forms of self-study (Coia & Taylor, 2013; Sanders et al., 2015; Taylor & Coia,

53
2014; Taylor et al., 2014). I used autobiography to consider the historical process of what made
me who I am (Bullough & Pinnegar, 2001), and I considered the social context of my work
through autoethnography (Coia & Taylor, 2013; Taylor & Coia, 2014).
Self-study researchers have used autobiography when they wish to uncover “the
problems and issues that make someone an educator” (Bullough & Pinnegar, 2001, p. 17). As my
study relied on memories of my formation as a teacher-scholar, I found autobiography to reveal
much about how educational events of my past continuously inform my present teaching
practice. I wanted to have a clear picture of my teaching based on the comparison between how I
taught in the past and how I taught as a feminist in my present circumstance. When I taught my
first class in Spring 2011 at the community college, I had resources on pedagogical practices in
music history, but I found tension in “doing” music history pedagogy as I had learned it. At that
point in my teaching career, I did not know yet the words for this process of
depositing information into students from my knowledge—Paulo Freire’s (2000)
“banking concept”—but I did not feel comfortable in a position of power in which I handed
knowledge to students who I felt already knew so much about music. My concern at that point,
which would take me years to process and name, was both an epistemological and an ontological
concern with restricting assumptions embedded in the foundations of teaching in music
academia.
Carolyn Ellis et al. (2011) wrote, “Autoethnography is an approach to research and
writing that seeks to describe and systematically analyze (graphy) personal experience (auto) in
order to understand cultural experience (ethno)" (para. 1). I conducted this self-study for the
improvement of my own daily teaching practice, but I also considered the educational culture in
which I was educated. I also considered the culture in which I live every day in the music school
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where I work and how my research would interact with those reading within that community. I
realized that I was beginning to question my experience in music academia as a woman because
of the conservative, masculine-centered culture of the music community in which I worked as an
administrator as my full-time job. Therefore, I believed an essential part of my self-study would
be my consideration of my experience as a reflection of that culture through autoethnography. In
as much as autoethnography intersected with autobiography (Ellis, Adams, & Bochner, 2011), I
borrowed methods from similar studies conducted with autoethnography (Coia & Taylor, 2009,
2014; Taylor & Coia, 2006).
As I considered the formational years of my identity as an educator through
autobiography, I began to understand that I was not educated in the procedures and techniques of
traditional classroom pedagogy; I was educated into musicology, and later, when I first began
teaching in higher education, I educated myself into classroom pedagogy. Using the framework
of autoethnography allowed me to uncover my assumptions of practice and to “retrospectively
and selectively write about epiphanies that stem from, or are made possible by, being part of a
culture and/or by possessing a particular cultural identity” (Ellis et al., 2011, para. 7). Not only
were my recollections of past experiences in music schools helpful in understanding my
pedagogical preferences and the ways in which those practices were steeped in patriarchal
structures, the music students who were enrolled in the course also confirmed my experiences
through sharing their own similar experiences as women in a music school. I used
autoethnography for this very reason: to remember and contextualize my history as someone
educated in music. I wanted to use my current experience teaching music, as well as the
experience of students engaging with music in higher education, as legitimate knowledge about
the representation of women in music in higher education.
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Collecting the Data
I both collected and analyzed data as I conducted my self-study. This method created an
iterative and cyclical engagement with the data, as is often the practice of self-study researchers
(Coia & Taylor, 2009; Laboskey, 2004). For data collection, I wrote in a research journal every
week and wrote field notes after class, I dialogued with a critical friend, I audio-recorded each
class and collected data from my students through anonymous surveys, teaching evaluations, and
their work. My data collection was recursive and allowed for the generation of data as well as the
simultaneous analysis of the data (Coia & Taylor, 2009).
Self-study research, because it is open to various research methods within qualitative
inquiry, lends itself to blending elements of methodology. Because self-study researchers may
“use whatever methods will provide the needed evidence and context for understanding their
practice” (Hamilton & Pinnegar, 1998, p. 240), I chose the methods that I believed would best
provide insight into my question of “what does a feminist pedagogy look like in a music history
classroom?” Further, Vicki Laboskey (2004) has stated that “multiple methods provide us with
opportunities to gain different, and thus more comprehensive, perspectives on the educational
processes under investigation” (p. 860). I purposefully asked a research question that would
support an exploration and discovery of my emerging feminist pedagogy that could provide
breadth or depth in the data I gathered. Because my research question was open-ended, I planned
to use many data collection methods in order to gain a rich amount of data and comprehensive
perspective throughout my study, as described by Laboskey (2004).
Reflective Practice
Self-study researchers rely on reflective practice to investigate their own pedagogy (Auld
et al., 2013; Brandenburg, 2017; Clarke & Erickson, 2004). Reflective practice “focuses so much
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on the self’s understanding of experience” that the researcher could tend to continue in their
inquiry without challenging their own assumptions about practice (Coia & Taylor, 2017, p. 53).
A primary part of reflection is to ask oneself if belief and practice align in the classroom. Selfstudy enables educators to first examine the “dissonance between beliefs and practice”
(Loughran & Northfield, 1998), so that they may better align what they claim to believe with
their day-to-day actions (Samaras & Freese, 2009). Self-study both uncovers and highlights the
agreements and disagreements of belief and practice which, for the self-study researcher,
“eventually leads to acting toward change” (Loughran, 1998, p. 7). Additionally, Coia and
Taylor (2017) have suggested that a poststructural feminist perspective in reflective practice
allows for the researcher to “destabilize some of the comfortable categories of identity,
problematize the notion of power and authority in the classroom, and talk about the multiple
possibilities of what we could be doing” (p. 53).
For my reflective practice, I wrote in my research journal about both the Women and
Music course and my memories from classes I had taught previously. I kept a research journal in
my online drive, on my computer, in a paper journal, and a public blog I made to document the
process of writing my dissertation and completing my doctoral program. 6 In addition to
generating journal entries while I taught my course, I also used data from journals in the years
leading up to my study wherein I documented my process of finding a dissertation topic. I
considered my reflections on education before and after my study equally relevant to my findings
as the reflections I made during my study. As Coia and Taylor (2014) have written about their
educator identities, “it would be a mistake to think that when we start a self-study we are
somehow at the beginning” (p. 158). Whereas my journal notes prior to the beginning of the

6

The blog can be found at this web address: http://swellsk.weebly.com/dissertation-blog.
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course are focused on course design, during the ten-week course, I continued recording entries
into my research journal daily. The focus of those journal entries shifted from curriculum
construction to the events of each class session and my own wrestling with how my theories
played out in practice. Additionally, I reflected weekly on my interactions with students and on
my own class preparation before each class session. In my research journal, I also reflected on or
prepared for my weekly conversations with Melissa, my critical friend.
In addition to journal writing, I engaged in memory work (Clift & Clift, 2017) through
which I reflected on past courses I had taught and how I had taught them. By engaging with my
memories through writing, I attempted to “create writing that evinces the production of the self
as subject, the embodiment of memory” (Clift & Clift, 2017, p. 606). Through memory work, I
reflected on how my past teaching experiences informed my present teaching experiences and
how both past and present have been and are continuing to be socially constructed (Samaras &
Freese, 2009). Additionally, memory work helped me to re-orient my self-study, during the
study, regarding why I began it in the first place. My experiences as a young woman in higher
education had sparked my interest in studying feminism in my classroom. As I undertook
memory work, I remembered conversations with a former professor in my master’s program in
musicology about the legitimacy of me being in that program. This memory work reminded me
of the social construction of my identity as both a scholar and an educator. I felt the sexist
undertones in this professor’s conversations with me, but I did not have the words to name this
experience until my present study.
In the journal reflections and memory work, I used the following guides for my thinking:
as I prepared for the course, how did I decide the materials I would teach? Why did I choose
those materials? As the course progressed, I asked: how did I make decisions regarding my
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interactions with students in the classroom? Why did I respond to certain questions and
circumstances in the way that I did? As a response to these questions, my journal entries and
conversations with Melissa included reflections on how I taught in the past, including what
material I had selected for course content, what assignments I had created for students, and how I
interacted with students in class sessions. The research journal entries included reflections on
what I learned from my past experiences, while comparing those situations to my experience in
the Women and Music course. Many of my observations, in journal entries and field notes,
focused on the complexities between my expectations and assumptions and the realities of the
course.
Data from the Course
As self-study is about “self in relation to practice and the others who share the practice
setting” (Bullough & Pinnegar, 2001, p. 15), I recorded my interactions with students throughout
the course as data. Self-study researchers have used student-related data as a measure for
consistency between beliefs and action (Laboskey, 2004; Loughran, 2004). I collected and
analyzed data from class field notes, audio-recordings of class sessions, and teaching evaluations
regarding student’s views of feminist pedagogy in order to gain clarity and ascertain the
truthfulness of what I was finding in my study. As Jeffrey J. Kuzmic (2002) has written, selfstudy cannot “be decontextualized from those for whom and with whom I undertake the work”
(p. 233). The feedback I received from the students, through classroom activities, assignments,
and evaluations, helped me to reframe my perspective on my feminist pedagogy when comparing
those notes to my research journal and conversations with Melissa (Clift & Clift, 2017).
I recruited the students to participate in my self-study by reading a verbal script in our
first class session together. I read the script after I made a short introduction to the course and my
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own goals for the course (see Appendix A). The course introduction script communicated the
nature of my self-study and what their participation would entail if they would wish to take part.
After I read the course script, I gave the students a consent form (see Appendix B). This form
explained what would happen in my self- study and what their participation would entail if they
would wish to participate. After the students received the consent form, we reviewed the
information on the form as a group in the first class session. When we completed reviewing the
form as a group, I took a few minutes to answer any questions they may about my study. At the
time, I also emphasized that students could continue to ask questions at any point regarding the
self-study, and I would answer their questions. I did not wish students to feel coerced to sign the
form in front of their classmates or in front of me. Thus, I asked the students to return the form to
me by the end of class. This gave the students time to sign the form at their leisure before the end
of that class session. In addition, in order to avoid any coercion, I communicated to the students
at the beginning of the course and throughout the course, when I referenced any part of the study,
that the students could opt-out of the self-study at any point if they chose to do so. I was explicit
with the students, through the course script, the consent form, and through verbal communication
at the first class and throughout the rest of the course, that the research would not affect their
grades, nor would I use their work as part of my research until after the course had ended and I
had submitted the grades for the course. Twenty of the students signed the consent form and
returned it to me that night—one student received the form but did not return it to me. I excluded
data from that particular student in my study.
Audio-Recordings.
I decided to make audio-recordings of each class session because I did not want to miss
any interaction. I made audio-recordings of every class session, except for the first class session
in which I reviewed the syllabus. Audio-recording most of the class sessions provided richer data
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for my study, as I was often involved in managing the classroom and could not remember every
event during each class session. As I listened to the recordings later, I was reminded of important
events throughout class sessions. The students were informed, through the consent form and
verbally, at the beginning of the course that I would be audio-recording our class sessions. I
reiterated throughout the course that if any of the students wanted me to stop the recording, that I
could stop it, and their grade would not be adversely affected. At the beginning of the course,
before I became more familiar with the students and their voices, I responded to the students by
first saying their names. This helped me to remember later who had spoken at certain times.
Because only one student opted-out of the study and I had learned to recognize their voice, I
knew to omit this student’s information from transcriptions of the class audio-recordings.
When I transcribed data from class recordings, I looked for how my feminist pedagogy
was being constructed through interactions with the students. I debated with myself about
whether or not I should spend valuable data-analysis time by transcribing class recordings.
Ultimately, I transcribed all of the class sessions because I needed to remember the class
experiences again in order to understand the manifestation of feminism in the everyday details of
my classroom. I was relieved that I had recorded each class session because I was able to
remember what I had said in moments where the classroom atmosphere was often very busy, and
I could hear how I responded to students during each class session. As I transcribed, I was
listening for information about pacing in the class sessions—did I allow room for students to
speak or did I rush through my questions? I also listened to my tone of voice as I talked with
students—did I have an inviting tone, or did I shut down comments or questions from students?
In addition, as I transcribed the audio-recordings, I listened to frustration or excitement in
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students’ words and the tone of their voices in order to understand how our interactions had
unfolded during class sessions.
Field Notes.
Another form of data collection I implemented was taking fieldnotes after each class
session. I observed myself and the students as much as I could throughout each three-hour class
session. After each class session, I wrote field notes each night so that I could remember what
happened during that class. In these field notes, I looked for information on how I led the class
discussions, how I responded to student questions, how I responded to potentially emotional
events when talking about women, and what I thought throughout the whole class, (i.e., what
decisions I struggled with making during class sessions and why).
Teaching Evaluations.
In addition to collecting student-related data from class audio-recordings, I offered the
students optional anonymous feedback surveys in weeks two, four, six, and eight during the
course. The students were able to access these surveys through our learning management system.
I told the students that these surveys would take five to ten minutes to complete. Offering the
surveys at various points during the course provided data on any changing opinions of my
teaching, helped to guide my planning for class sessions, and helped me to know how my
teaching was being received. In the classes I have taught previously, I have asked for anonymous
suggestions from my students regarding class content, assignments, and pedagogy.
Critical Friend.
In addition to the data collection methods I have mentioned, I also dialogued with my
critical friend, Melissa. Self-study researchers, in order to avoid indulging in “narcissistic navelgazing” (Garbett & Ovens, 2016), emphasize the crucial need for dialogue within self-study
(Clift & Clift, 2017; Coia & Taylor, 2014; Laboskey, 2004). While students offered an “other”
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through which to reflect my teaching practices in action, Melissa, as a critical friend, gave me a
colleague with whom to dialogue about pedagogy from a practitioner perspective. Self-study
researchers often ask colleagues with similar backgrounds in education to offer feedback on their
research (Laboskey, 2004; Pinnegar & Hamilton, 2009), or conduct studies in collaboration with
other researchers (Clift & Clift, 2017; Coia & Taylor, 2009; Samaras & Freese, 2009; Taylor &
Coia, 2006). I asked Melissa, who was at the time a student in my doctoral program, to serve as
my critical friend. She agreed to do this and gave me permission to use her name. I viewed our
conversations as a feminist collaboration as she often would talk about her own pedagogy with
me. Melissa and I had shared many intimate conversations about education, critical pedagogy,
and feminism. I trusted her experience as an educator as well as her honesty as my friend. Much
like a peer debriefer, who may verify “the interpretations are worthy, honest, and believable”
(Spall, 1998, p. 280), Melissa brought accountability and a seasoned teacher perspective to the
study as she asked critical questions about the interpretations and analyses I made of my own
teaching. I both corresponded and spoke with Melissa throughout the study and shared with her
edited portions of my research journal, as well as my edited de-identified field notes for the
purpose of gaining her feedback on my observations and analyses. I talked with Melissa once a
week throughout the study and our conversations were usually an hour long. Our conversations,
which took place over video chat, phone calls, and sometimes over email, provided data for the
study (Bullough & Pinnegar, 2001). I asked Melissa to question the data collected and to
question the analysis I had made (Pinnegar & Hamilton, 2009). As a critical friend, Melissa
contributed to the integrity of the research process through her questioning of my processes and
my interpretations and findings. As a critical thinker herself, Melissa ensured that I was engaged
in critical reflection. When I would sometimes become bogged down by my logistics of class
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management, Melissa would gently guide me with the question, “How would you define feminist
pedagogy now?” or “How would you say feminist pedagogy is working in this situation?” My
conversations with Melissa were framed by the notes that I had taken after class sessions and by
the notes I had written in my research journals. I often discussed with Melissa any concerns or
insights I gained from the previous class session as it related to the literature review I had
previously conducted for the self-study. Melissa helped me to “reframe” what I observed and
reflected on. Regarding reframing, Loughran (2004) has written, “Reframing involves seeing the
situation through others’ eyes in order to gain alternative perspectives” (p. 21). Reframing allows
the teacher-researcher to see her practice through an unfamiliar perspective and, thus, allows for
deeper understanding of her practice (Loughran, 2004). Even after I had collected my data and
had begun to analyze the data, Melissa served as a sounding-board for me as I honed my
analysis.
Analyzing the Data
When I analyzed the data, I drew from traditional qualitative research methods, as well as
a few post-qualitative research methods. I used triangulation (Glesne, 2006) where I referenced
data from multiple sources and compared across data sources, looking for themes in the data
(Creswell, 2007). I followed a style of constant comparative method in data analysis (Glaser &
Straus, 1967), borrowing from Coia and Taylor’s (2009) recursive data analysis, in which the
data were often both generated and analyzed concurrently, with the analysis and comparison of
data repeating over time as more data were gathered. Additionally, I analyzed data by dialoguing
with Melissa, and also by consulting literature on music history and feminist pedagogies, thus
following a spiral movement (Coia & Taylor, 2009) in searching for themes and meaning in the
data.
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In addition, as an exercise in living a feminist life in every way that I can, I asked myself,
while analyzing the data, in what ways did I privilege certain kinds of knowledge while
conducting research? I originally wrote this section when I began my study, and my views on
data analysis have shifted. I am keeping the original data analysis part in the first paragraph
because that is how I learned to organize and frame my research in order to produce validity,
trustworthiness, and so on. In truth, traditional qualitative research methods provided a good
organizational tool for discovering themes from my data. However, as I began to analyze my
data, I found that those frameworks no longer completely made sense with my view of
epistemology and ontology in my teaching as constantly shifting and growing and moving.
Because of this shift in my epistemology and ontology, I began to draw from post-qualitative
research literature to think about my data analysis and my findings from my research. I drew
from post-qualitative researchers in order to incorporate data analysis techniques not rooted in a
positivist construction of knowledge. I began to write “as a method of inquiry” (Richardson &
St. Pierre, 2005) in sessions where I would read through my data, then write narratively in order
to analyze the data deeper. I also began to view analysis as happening “everywhere and all the
time” (St. Pierre & Jackson, 2014) and happening in embodied ways through my exercise (Daza
& Huckaby, 2014). Additionally, halfway through my research, I realized that my emotions in
each situation could act as a source of knowledge (Jaggar, 1989) and could add to my data
analysis and collection. I questioned moments in the classroom where I felt strong emotions of
happiness or frustration, and I interrogated how those reactions showed previous assumptions
and expectations for how the course would unfold.
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Course Design
The Women and Music course had not been taught for over ten years, according to my
initial conversation with the academic dean. I searched the university’s catalog and found that it
was the only music course on women offered by the School of Music. My desire to teach the
course arose as the result of multiple conversations with music students who expressed their
desire for themselves and for students in their university to participate in anything in the School
of Music that would focus on women as subjects or include music composed by women.
An added layer of my self-study, as well as an essential component of teaching the
Women and Music course, was the process of designing the content of the course. The course
description currently exists in the university catalog as one sentence: “A survey exploring the
roles of women musicians in their societies.” When given permission to teach the course, I
looked up the description in the catalog and its one-sentence description left me without a clue
about what the course should be—should the focus of the course be narrow? Or should the focus
be broad? Should I only include twentieth and twenty-first-century women composers and
musicians? When speaking with the academic dean, we discussed the content I could include in
the course, but he quickly added after his suggestions that course content was up to me to
choose. Because I was given freedom in choosing the content of my course, I struggled with
questions of what it means to teach a course on women and music, as a woman in music, and
which women I should include or exclude as subjects my course. I did not use a syllabus from a
previous adjunct instructor at the institution, rather, I created my own syllabus and course.
As I created the syllabus (see Appendix E), I referenced other women-focused music
syllabi, gathered from my music history colleagues. I gleaned ideas from resources posted on
music society websites (American Musicological Society, The Society for American Music). I
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also referenced my past syllabi from when I taught music appreciation courses in a community
college. Although I would end up departing from some of the practices I employed while
teaching previously, in an effort to take on feminist practices, I found certain previous
assignments and class activities to be engaging with students and wanted to re-invent these
assignments and activities for my feminist-centered classroom. I also kept those assignments and
activities for some sense of familiarity and connection with my past self. These assignments and
activities were necessary as I had not taught while completing my doctoral program coursework
and needed some familiarity in my re-entry into teaching. For example, when teaching these
courses in the past, I had created guided listening exercises in which students listened to the
music as they wrote their impressions on a sheet of paper with prompts that I had provided.
While this felt almost too prescriptive for me as a feminist educator—telling students how to
engage with music—this type of exercise had shown, in my previous classrooms, to alleviate
anxiety for students who were first encountering music and learning how to hear layered aspects
in music for the first time.
As I designed the course, I kept in mind a few models for feminist pedagogy in practice.
For example, Eleanora Beck (2014) assigned her music history class with a number of creative
projects as “joyful impulses” in order to engage the students in music (p. 22). Her assignments
included options such as, “Draw a candy wrapper with a musical subject. It should cover a
bonbon”; “Please lip-synch a piece of music. It should be between 3 and 4 minutes long”; and
“Listen to three CDs you've never heard before and write three 150-word reviews” (p. 23).
As I theorized what a feminist educator in music would expect of her students, I wanted
to reconsider what counted as “knowing” in a music history classroom—I did not want to give
tests to students to regurgitate what they have learned. Like Coia and Taylor (2009), I wanted to
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see what it is like to share authority with students and to negotiate elements of the curriculum
with them such as topics, assigned readings, and listening selections. I composed lesson plans
with preliminary topics in mind, but I read broadly so that I could reasonably accommodate
student interest and experience as we moved through the course material. Additionally, I offered
two ways of doing the final project in the class: a historical-based, traditional musicological
paper and a creative project. I envisioned with the creative project that students could possibly
create music or art about their experience in the course or that they could engage in a directed
conversation as a way of expressing what they had learned in the course.
Context Specific Elements
When I first proposed my research study to my committee, I included a section at this
point in the document (formerly my research proposal) on the validity, trustworthiness, ethics,
and limitations of my self-study. As self-study research has been described as a research
approach that “requires careful, consistent, and honest accounting of experiences” (Pinnegar &
Hamilton, 2009, p. 161), I wanted to follow procedures that would ensure the truthfulness of my
research. However, as I continued to justify my research approach to each curious conversation
partner within education circles (“But how is that research??”), I began to realize that the
paradigm within which I had framed my research and continued to think of my research did not
operate under a traditional qualitative paradigm. As I was not trying to make my research
objective or generalizable, I was not trying to make claims of traditional validity,
trustworthiness, or having limitations. In the following sections, I will comment on what I
thought were the procedures and processes that I would need to put into place in order to keep
myself careful, consistent, and honest during this study. I will also comment on how I have
begun the personal and professional process, extending beyond this dissertation, to discard those
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procedures as a response to learning of the ways feminist research methods take form in practice
(Lather, 1991; Stanley & Wise, 1993).
Validity and Trustworthiness
Self-study researchers do not claim validity in their studies, because validity relies on an
epistemological stance of knowledge as objective and generalizable and self-study does not offer
objective and generalizable findings (Pinnegar & Hamilton, 2009). When I first wrote this, I
wrote that “I will be using trustworthiness in my study to insure the honesty, integrity, and
credibility of the data sources, collection, and analysis (Lincoln & Guba, 1985).” I take issue
with my use of “credibility” because that word assumes that my findings of myself could not be
credible. I came to believe that telling a truthful story about my struggles and my happiness in
teaching as a feminist—regardless of how the data reflected on me as a person (Pinnegar &
Hamilton, 2009)—were not to necessarily verify the Truth of teaching as a feminist. Rather, I
have tried to tell a truthful story by being a “self-conscious and reflexive writer” (Bochner,
2017). As both the researcher and the research subject, I had a proximity to the study that
intertwined me with data collection and analysis. To ensure consistency, I relied on criticism
from my critical friend, Melissa, in addition to comparing my data to existing literature and to
student feedback for confirmation of or challenges to my interpretations (Laboskey, 2004). As I
noted in my research design, I shared my research journal and edited and de-identified field notes
with Melissa as I conducted the study. Melissa and I met over the phone weekly in order to have
constant accountability to my interpretations of the data that would add strength to the points that
I made (Coia & Taylor, 2009).
Rather than limitations, this study included context-specific parameters. This was the first
time I taught the women and music course. I viewed this as an opportunity to view a course with
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fresh eyes. In addition, I used the information I wrote about the course design to add complexity
to my interpretations of what happened in the classroom setting. The majority of this study took
place during a ten-week term and was limited due to the shortened time of study. Yet, I
committed myself to deliberate and diligent work throughout these ten weeks so that very little
went unnoticed in this study. Self-study research provides insight to other self-study researchers
and educators by offering a vivid portrait of feminist pedagogy in practice. This portrait of my
feminist teaching could enhance the teaching experience of other educators as my reflective
practice could inspire their own reflective practices toward improving their own pedagogy.
Conclusion
At a time in music education when music schools in higher education are actively
discussing reforming curriculum and higher education institutions are opening their doors to a
more diverse student population, this is a prime time for reopening the discussion on feminist
pedagogy in higher education. Feminist pedagogy could provide possibilities for many music
history classrooms, which have used a fixed curriculum for over fifty years. Feminist pedagogy,
as a teaching practice and perspective, would engage the self and others towards the liberatory
practice of sharing and understanding women's experiences in the classroom (Shrewsbury,
1993).
The use of the self-study research approach allowed me to examine the epistemological
and ontological significance behind using a feminist pedagogy in the music history classroom.
Data collected through journal writing, field notes, student work, and dialogues with my critical
friend provided a rich, thick description (Geertz, 1973) of the every-day practice of living a
feminist life (Ahmed, 2017). Collecting data and analyzing it simultaneously magnified the
details of becoming (Braidotti, 1994; St. Pierre, 2013) as a feminist educator throughout this
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study. Further, this study, in addition to offering myself a critical and deeper understanding of
my own feminist pedagogy, also stands as an example of feminism in practice for broader
educational communities in higher education. In the following chapter, I present my findings
regarding feminist pedagogy as an epistemological stance in my classroom.
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CHAPTER FOUR: KNOWING AS A FEMINIST EDUCATOR
In this chapter, I focus on feminist pedagogy as an approach to knowledge in my
classroom. I address the development of my own epistemology as a foundational element of
feminist pedagogy in my classroom. Through my study, I began to view my feminist pedagogy
as knowing myself, knowing the curriculum, and knowing through experience. The thread of
feminist epistemology ran throughout my course preparation, teaching, interaction with students,
and reflection on the course as an important and ever-present part of my pedagogy in practice.
Feminist pedagogy re-envisions knowledge as produced and reproduced in the classroom
(Belenky, et. al, 1986; Luke & Gore, 1992). Patti Lather’s (1990) description of feminist
pedagogy as seated in knowledge production influenced me to consider how epistemology
functioned in my classroom as part of my pedagogy. I designed my Women and Music course as
a direct response to patriarchal structures in the university classroom supported by a malecentered canon in music and a male-privileged view of knowledge. While preparing for and
teaching my Women and Music course, I examined dominant knowledge reproduction and
knowledge creation to ask how I could resist these forms of knowledge in order to open new
ways of knowing through my feminist pedagogy.
The history of higher education as a male-dominated place makes the university
classroom a space that maintains patriarchal structures that support male dominated, male
centered, and male privileged (Johnson, 2003) ways of interacting with knowledge. Knowledge
in higher education, as with most formal schooling, has been passed down from teacher to
student throughout the generations as an object of established and objective truth in such a way
that the teacher gives the student the knowledge in what Freire termed the “banking concept” of
education (Freire, 2000). The dominant epistemology prevalent in schools is one that is male-
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centered in its focus on individualism, rational thinking, and privileging reason above emotion,
while setting up binaries and a hierarchy in knowledge (Gunew, 1990).
Feminist epistemology privileges emotional and experiential knowing as a way of
resisting dominant knowledge structures (Jaggar, 1989; Stanley & Wise, 1993). Additionally,
feminist epistemology, as described by Thayer-Bacon (2003), relies on the act of creating
knowledge together in order to make meaning of the world relationally. This stands in
contradiction to the dominant view of knowledge as pre-formed and passed down from teacher to
student. Barbara Thayer-Bacon’s (2003) “relational (e)pistemologies,” a postmodern and
feminist approach to epistemology, emphasizes “knowing” as a feminist act of knowledge
creation that people do together. She has written:
‘Knowing’ emphasizes that this is an active process in which we are all engaged, ‘we’
meaning not just each other but also our wider world around us, in which we reside.
Knowledge is made, by us, as products of this process of knowing. (p. 76)
Thayer-Bacon’s description of knowing as an active process provided an example of how I could
possibly negotiate my understanding of knowledge and knowing. I viewed knowledge as both
pre-determined facts about history, as well as a teacher’s tool of power, and knowing as a
process of inquiry that teacher and student do together. As a feminist teacher, I wanted to
pinpoint what counted as knowledge in my classroom and to strive to counteract the fixed nature
of knowledge by including knowing as an active process. As the teacher, I would be in the
position of power to define what could count as knowledge (Pagano, 1990). I found that adopting
a feminist epistemology as the teacher enabled me to enact feminist pedagogy in its most basic
element. I wanted to create knowledge with students by inviting them into the active process of
knowing together, thereby dissolving power structures between the students and me.
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I developed my feminist pedagogy by working through my own understanding of the
distinctions between “knowledge” and “knowing” and questioning the nature of dominant
knowledge in my classroom and how we could “know,” in a feminist, relational knowledgecreation process. I identified what I perceived were the inflexible parts of curriculum design that
I wanted to make flexible, regarding knowledge as pre-constructed—what content counts, how
much content counts, what kind of content do I choose, how do I assess it? I thought of pedagogy
as the flexible part of my classroom that would need a more concrete definition and
implementation throughout the course. This alternation between dominant and feminist
epistemology continued throughout my course. I spent most of my class time negotiating what
felt like the more “fixed” portion of the class—the curriculum for the course, our object of
study—and the less fixed portion of the class—how our object of study came alive through
pedagogy. I wanted to see in which ways either could bend the boundaries of the definitions I
had given them. As I navigated the uncomfortable position between these two orientations
toward knowledge as an object and knowing as a subject, I realized that my fundamental
discomfort with my learned pedagogy was the way in which I had understood knowledge in
music history as fixed and indisputable, with only one way of understanding music history as a
knower. Feminist pedagogy gave me a way to know-in-process that helped me to challenge what
I intrinsically knew from my formative years as a teacher through which I had educated myself
into the discourse of music history pedagogy.
Knowing Myself as an Educator
Throughout my research, I found that the process of knowing myself as educator
produced several themes concerning feminist epistemology in my classroom. Two themes
emerged regarding knowing myself as an educator: 1) questioning expectations and assumptions
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based on socialization into music and musicology and challenging and challenging those
expectations and assumptions, and 2) reconciling my own knowledge and knowing as I prepared,
then taught. In order to understand the knowledge and assumptions that I brought into the course,
I would need to first understand the knowledge-construction I had undergone as a person
socialized into the “music school” and into the field of musicology in order to first trace the lines
of my values and beliefs about teaching. My preparation for the Women and Music course would
reveal to me how strongly my identity of “music teacher” has been socially formed and
maintained. As I was working through my socialization into music, I also found that I was,
simultaneously, in the process of negotiating how I wanted knowledge-construction and knowing
to play out in the course. I was trying to arrive at a place of reconciliation between my past
knowledge about music history pedagogy and my present knowing of feminist theory. However,
I found that having an “in-process” orientation toward both knowledge and knowing as a
feminist, as I will show in the following sections, helped me to be open to further exploration on
the topic, rather than settling on an answer about what my feminist pedagogy would be.
Theme one: Questioning expectations and assumptions based on socialization into music
and musicology
As I wrote in my research journal and talked with Melissa in the months and weeks
before the course began, I questioned my expectations and assumptions about teaching relating
to my own history of studying and teaching Western classical music (which I will call classical
music). I reflected on the number of years I had devoted my life to studying classical music since
I was eight years old until I submitted my master’s thesis weeks before my twenty-fifth birthday.
This long education in music shaped both my content knowledge and the way I chose to know
music in my classroom. As I said to Melissa while I was preparing the course:
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Part of the whole idea of this being a feminist-centered classroom is that I want to look at
analysis a different way, and there's some music theorists, female music theorists 7, who
have written about analyzing music differently. So, I want to do that. And that will be,
part of the thing I'm coming against, like, everything we do is very masculine-centered,
whether it's positivistic or tests, or “knowledge is something I give you and you show me
by checking off boxes.” So, I realize that a lot of this that I want to do is because of me.
(conversation with Melissa, 02/19/18)
Every choice I made—in text selection for readings, in assignments for the entire course, in
listening to music in the classroom—reflected a patriarchal history of learning music that I
wanted to resist at every turn. When I first began my research, I only felt resistant toward certain
curricular design ideas, without knowing why I felt that way. Through critical self-reflection,
conversations with Melissa, and by observing and talking with the music students enrolled in my
course, I began to reflect on my own formal music education and the circumstances throughout
my education that did not agree with me. I began to realize that what had bothered me about my
past with music history teaching was that I had begun looking for women as subjects, women’s
thoughts, and women’s works throughout music history but could not easily find them within the
resources I had learned to use. Further, I had not found in the music culture I was raised in
women represented as a meaningful subject of study or as subjects meaningfully exercising
agency in music. What disturbed me even more was that the exclusion of women in classical

A student in a Women and Music course that I taught after my self-study course pointed out what she perceived
was an error in referring to composer as “female” rather than “woman.” This has been a topic for debate in feminist
circles recently as both “female” and “woman” can modify a noun. I have recently begun to follow linguist Deborah
Tannen’s (2006) suggestion to use “woman” when modifying a noun as it refers to gender and does not exclude
people based on biological sex (as “female” can). Since then, this knowledge has highlighted, for me, the use of
“female” in most music texts as descriptors of artists. This common practice indicates a need for classical music
discourse to progress in its language use as its members seek to include a more diverse population of composers.
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music had been so subtle and thorough that I had not even noticed, until my feminist awakening,
the women missing from classical music.
My socialization into music was so thorough as to convince me that my experience was
whole, thus, inclusive of my gender. My engagement with music began at an early age when I
had learned, through piano lessons from my classical music teacher, that music should be read
from the page and interpreted only according to the composer’s intentions (Cusick, 1994), the
specter of the dead male composer’s intentions haunting my every move. This positivist
orientation toward learning music repeated itself throughout my higher education degrees
wherein the repertoire, the way of being, the way of knowing, every lesson I learned in music
academia further solidified this commitment to the composer’s intentions and strengthened the
infallibility of those male composers’ 8 intentions. Like many musicians within music academia, I
was implicitly trained to understand classical music as autonomous and objective (Citron, 2000).
The discourse (Gee, 2015) within the culture in music academia supports the narrative of
masterworks in classical music (Beethoven’s Ninth Symphony, for example) as having always
been masterworks, rather than compositions that have been, over time, deified through a long
history of performances, reviews, and inclusion in music history texts (Citron, 2000). Thus, I was
taught to learn and to know music as worthy of exact replication, always conforming to the will
of the genius (man) who had written it. My understanding of classical music as qualitatively
“good” music, worthy of listening to and learning, would influence my understanding of other
music I would teach in my courses.

Here I have intentionally “marked” (Lakoff, 2000) the composer as male. As music academia sees many cisgender,
heteronormative, white men composing, I decided it is fitting to signal the reality of the profession by using what
can be perceived as the sexed description rather than the gendered description of male composers.

8
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When I first began teaching general music studies courses in a community college, I
chose curricular content without thinking too much about why I had chosen it. My pedagogical
choices, left uncriticized, mirrored my history as a classically-trained musician throughout my
higher education experiences. As I was choosing the materials and assignments for the Women
and Music course, I said to Melissa:
...the whole idea that I have is “what counts as knowledge?”, so, with a feminist
pedagogy, you can really deconstruct a lot of that. And I know it's going to be
uncomfortable. You know, we all come with histories of practice, so I know how I was
taught music history, I know how I taught it in the community college, but I
can't...something I've been thinking about...since I've kind of come into a feminist
framework...I can't separate my teaching from myself. (conversation with Melissa,
02/19/18)
This realization that how I was taught in the past and how I presently taught were intimately
intertwined helped me to critically reflect on my own formal music schooling in order to
understand why I practiced the pedagogy that I had been practicing. While Melissa and I
discussed this topic, I began to realize that, although I had experienced what felt like a
monumental feminist shift in my personal life, I would need to now dissect the origins of my
professional life in order to bridge my personal and professional lives with my feminist life. As
Ahmed (2017) has written, regarding living a feminist life and constructing feminist dwellings,
“we need to ask what it is we are against, what it is we are for…” (p. 2). At this point, I was
beginning to understand what I was “against” in the construction of a feminist classroom but
could not yet articulate what I would be “for” as I had not contemplated my feminist identity in a
classroom before.
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I had yet to bring my personal self into formal music making and teaching in higher
education. I knew that my way of knowing music came socially prescribed, often in ways that
contradicted my creative nature and my own intuition for and engagement with music. I would
write music and improvise melodies at home but would not ever tell anyone in the music school
that I had composed anything—as a student I effectively separated my real self (private) from
my musician self, as I understood from music lessons and music school that this was necessary
in order to write and perform exceptional music. I gave myself over to the will of the composer
and lost my musical subjectivity as someone who engages with music in a process.
As I began to disentangle “masculine” from “music,” the process of discerning what it
was about my music school socialization that was masculine and oppressive left me with more
questions than answers. I realized that teaching and discovering or uncovering my identity as a
teacher is a social process enmeshed in Discourse (Gee, 1996). James Gee (1996) has described
Discourse—the beliefs, values, dress, and every aspect of showing belonging to a community—
as being imperceptible by those inhabiting that Discourse. I was formed socially through reading
music history pedagogy texts, and I could also be re-formed or re-fashioned socially. Thus,
adopting a relational (e)pistemology (Thayer-Bacon, 2003) helped me to better conceptualize my
feminist pedagogy.
Trying to reconfigure myself as “feminist” within a patriarchal Discourse, within a matter
of months, proved to be more challenging than I anticipated. At a certain point, I questioned
whether trying to un-know classical music in a feminist way was a worthy project:
The purpose of music. Its function. And how the function of classical music is to be
listened to, how we are positioned to observe it, mostly, removed from it, in the audience.
And how feminist music theories try to remake and reshape classical music. Is music, my
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attitude toward music, essentialist because I can’t imagine another way of its being that’s
not object? I propose that the function—and largely, nature—of classical music is to
stand, separate as an object for intellectual thought and discourse. And that a feminist
way of engaging classical music, even classical music that is feminist, will always be in
contention with the culturalized [sic], socialized identity of classical music (ideology).
Again, not to say classical music is always one way, but the social habits of its makers
reiterate its nature in so many ways (twitter, lectures, concert attendance) that wanting
feminist music to be a reality seems futile. Can we make something soft that is made to
be hard? Classical music is good if it is intellectual. If it is fun, then it is not classical
(humorous doesn’t count). It seems that a feminist music person would abandon classical
music because the structures to support that person are not there. Otherwise, it would be
pop music and would lose all value, quality, ability to make- me- better. (research
journal, 04/11/18)
In the above excerpt, I was beginning to understand that mapping a feminist theory onto music
history pedagogy felt like a contradictory act. Feminist pedagogy and feminist practice in music
seemed contrary to the nature of how I have approached classical music and contrary to the right
way of learning music. As I was trying to understand what I was “against”, to borrow Ahmed’s
(2017) phrasing, in the teaching of classical music, I felt that I would need to justify the
curricular choices I had made in order to prove that the music and composers I had picked to
study would be just as worthy of study as the masters I had replaced in my music curriculum.
While teaching, I further noticed the tension of the unspoken, yet unrealized beliefs about
music that I had yet to uncover. These beliefs and assumptions manifested in the expectations I
had for student work on assignments. I would ask students to engage with music in a creative
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way but would also still expect and want them to write and discuss music within the old
conventions. For example, for their midterms, I wanted students to use formal music theory
terms that we briefly mentioned in class (melody, harmony, form, timbre, and so on), while at
the same time leaning heavily on a feminist listening framework I had constructed for their
analysis (Appendix G). While grading their midterms, I found myself wanting to read more of
the formal music theory terms in their writings in order to justify that I had given them correct
knowledge about music and that they had subsequently learned that correct knowledge. I resisted
letting go of the old way of knowing music while being uncertain what I would “allow” in their
writing as part of the new feminist framework. I wrote in my journal:
I mentioned to Melissa my struggle with “what counts as knowledge” in class.
Particularly when it comes to grading papers. There are certain elements I want to see,
connections to course material, use of terms/ concepts learned in class, but how do I
judge that? I realized after grading a few midterm essays that students were connecting to
different elements from class—and that I was relying on my own historical judgment to
decide what counted to me, on some levels. Even the elements I’ve decided on in
advance are open to scrutiny? (research journal, 05/05/18)
I would continue to question the boundaries of what could “count” in this new arena of knowing
music and would not reach a conclusion about how far I could push the traditional boundaries to
which I was accustomed.
Furthermore, I was disappointed with my initial inability to push past my historical
knowledge of music teaching toward a new way of feminist knowing in my teaching. While the
process of ascertaining what exactly I had learned about music history pedagogy took some
effort, I could still identify more easily the behaviors and ways of thinking apparent to those
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teaching traditional music pedagogies. Figuring out the ways in which I could adopt a feminist
pedagogy rooted in a feminist, relational epistemology would be harder to discern. I had a few
examples of feminist theorizing in music history classrooms (Beck, 2014; Citron, 2000;
Coeyman, 1986; Cook, 1989; Macdonald, 2004; Sarkissian, 1999; Wilbourne, 2017) but not
many examples that provided an in-depth study critiquing the epistemological roots of music
history pedagogy through a feminist lens. Additionally, I had yet to live a feminist life (Ahmed,
2017) in my own classroom. My classroom experience would be different from any other
person’s experience as my teaching relies on years of intricate layers of foundations for me as a
person and as an educator. Understanding my present undertaking to become a feminist educator
put me in an epistemological limbo that I had not been in before. For a while, my identity as a
feminist educator in music history seemed to be unknowable or always in the making.
Theme two: Challenging and reconciling my own knowledge and knowing as I prepared,
then taught
In the midst of thinking through the curriculum for the course—how, why, what, when—
trying to make the course meaningful for the students and myself, I still maintained a personal
high level of optimism for how the course would unfold—until the first class. After the first
class, I wrote the following journal entry:
I feel like I’m wading through mud (a swampland?) I’m reminded of my childhood,
romping through the woods in rain boots, my feet catching in the mud, hoping that when
I dislodge my foot, that it doesn’t launch into the mud, coating my clean sock in muck
that I’m forced to re-boot until I walk all the way home . . . There is a sense of wanting
the cleanest journey possible. (research journal, 03/31/18)
The feeling of being stuck reminded me of my childhood spent in rural Alabama in which my
sisters and I had free roam of our family’s thirty-three acres of farmland and woods. We would

82
often explore the woods soon after a summer rain when the snakes would be in hiding. Often on
these trips, a perfectly nice outing would be ruined by my boot getting stuck, and me—forgetting
the strength of mud with a boot in its hold—trying to wrench free from the mud. I could not walk
home through the blackberry patches without my boots, so I would be forced to put my muddy
socks back into my boots for the long journey home.
At the time of remembering my fateful, muddied woodland days, I had only taught the
first class of the course. How could I already feel mired? Even though it was early in the course,
I could not shake the feeling that I would be trudging, boots in mud, throughout the entire course.
Nothing could have prepared me for the visceral experience of trying to feel the edges of a new
pedagogy and the frustration of trying to articulate that pedagogy as it happened in practice. This
memory came to me so vividly because I felt embarrassed that I had forgotten how it felt to be
teaching in the classroom. I had forgotten about the messiness of managing a classroom of
twenty-plus young people and how their expectations and their demands for my time could
overwhelm me. I immediately felt a conflict in what I wanted from the class and what I
perceived the students wanted. I wanted to launch into our ideas together, but they wanted to
know exactly how to write their first weekly response for the next class. I wanted them to join
me in questioning our old ways of knowing, but they wanted to know how many points the
assignments would be. The students’ questions were honest, and their concerns with the
transactional, grade-focused aspects of the classroom were to be expected (Dunn, 1993).
However, what disappointed me more than the students’ reactions in our first class was the
disconnect that I witnessed between my feminist vision and the traditional reality I faced in my
classroom. My vision included a classroom that fostered a non-hierarchical, collaborative space
for rethinking knowing. I found the pre-existing and pre-determined reality of all university
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classrooms as spaces of negotiation of points, power, and objective knowledge. These were the
tensions and uncertainties that I would learn to live in and through and in which I would learn to
live unresolved. I would learn that I could not resolve the tension between my desires for
something new and the old way of doing things to which the students, and myself, clung. I was
just beginning to understand the applications of a post-structural feminism in practice and the
importance of the unknowability and uncertainty of feminist pedagogy (Coia & Taylor, 2013). I
would not immediately (or ever) have everyone in the class aligned with my own conception of
feminist pedagogy, nor would I fully understand what my conception of feminist pedagogy
would be on the first try.
Part of coming into a feminist pedagogy through feminist epistemology meant adopting
the orientation of a feminist epistemology that could accept a knowing as “an active process in
which we are all engaged” (Thayer-Bacon, 2003, p. 76) in the classroom. In addition to
rethinking curriculum and rediscovering my history as a teacher, I had to resolve myself to this
knowing-in-process and the feeling of “not yet” that I have found in my study. Finding Gaga
Feminism (2012), a text I had assigned the students, was a fortuitous event as this book changed
the way I thought of my own feminism. Gaga Feminism presents a feminism that playfully
muddies conceptions of gender, and that conception challenged me to reimagine course content
topics of gender and my own conceptualizing of the course concepts in our class sessions
together. This text helped me, and the students, to think of the concepts we were discussing in
class as expanding binary conceptions, as is necessary in intersectional thinking (May, 2015; Hill
Collins & Bilge, 2016). Reflecting on Halberstam’s text revealed to me the importance of my
own feminism in that it both helped to break down power structures, and, simultaneously, in a
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generative way, 9 helped to produce and make way for new ways of knowing and new ways of
being in the classroom. Though Halberstam’s book does not address pedagogy, his book was an
invitation to embrace in an in-between space with my traditional history and my feminist present
and future. I had permission to stand, with my boots stuck in the mud, slightly close to chaos and
not near resolution.
Knowing the Curriculum Differently
In an effort to make my classroom centered in feminist epistemology as part of my
feminist pedagogy, I explored how I could know the curriculum differently. Curriculum design
determines what matters and how what matters comes into play in the content of a course
(Slattery, 2013). As Thayer-Bacon (2003) has written, “a relational (e)pistemology is a humbling
approach to knowing that insists we must always reconsider the criteria we use to make
curriculum decisions about what to include and what to leave out” (p. 255). Two themes
emerged from this category: 1) challenges of curriculum building as conscious resistance to
dominant knowledge and 2) course assignments as opportunities for engaging with different
ways of knowing. To follow a feminist epistemology in curriculum design, I first had to
interrogate what counted as legitimate knowledge in my course. I was aware of, by reviewing
music history pedagogy literature, what counts as legitimate knowledge in a music history
classroom—the teacher giving students the information, reading from journal articles and
sanctioned textbooks (that omit women’s histories), and students showing their knowledge
through culminating term papers. Knowing that we would interact with pre-determined
knowledge in the classroom, I also asked what could count for legitimate ways of knowing in the

Japanese-American artist Makoto Fujimura’s book, Culture Care (2014), has influenced my use of the word
“generative”. Fujimura uses “generative” to describe art or culture that creates beauty and restores humanity and
beauty into peoples’ lives.
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classroom through the assignments I gave. Similarly, a major component of music courses is the
listening to and identification of music. I took the ways of knowing idea further by
experimenting with a feminist framework for listening to music and talking about music as a
class. Both themes, what counts as legitimate knowledge and finding alternate ways of knowing
through assignments and listening, occurred mostly in preparation for the course and in isolation
from the students, as I had not met them yet. In this section, I expand on my process of
curriculum design through the lens of “what counts as valid knowledge” (Bernstein, 1971, p. 85).
While constructing the syllabus for the course, I reflected on my sense of agency while designing
the course:
I think we just get so caught up—people teaching music history—get so caught up in
"they need to know these things". So, the questions I'm asking are, "What do they need to
know?" "Do they really need to know anything?" I guess the whole idea that I have is
what counts as knowledge, so, with a feminist pedagogy, you can really deconstruct a lot
of that. (conversation with Melissa, 02/19/18)
Throughout this section, I reflect on re-imagining knowledge-production through the selection
and implementation of content for the course. Whereas before I began my study, I thought of
feminist pedagogy as unfolding in the classroom, I found in the data that feminist pedagogy did
not start when I opened the first email from a student in my class, or even when I walked through
the door of my classroom—feminist pedagogy started when I began to conceptualize the course
and began to decide what knowledge we could possibly construct together and the encountering
we could know as a class. The decisions I made in preparation for the course would guide my
own actions throughout the course and would shape the outcome of the course.
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Theme one: Challenges of curriculum building as conscious resistance to dominant
knowledge
Because I did not have the practical knowledge of how to build a feminist music history
course, many of the course design decisions I made were reactions to my education in music.
Further, I pieced together pedagogical tips from music history pedagogues who had referenced
bringing feminism into their own pedagogy (Beck, 2014; Citron, 2004; Cook, 1989; Wilbourne,
2017). As I reflected on my musical autobiography, much of my preparation for the course
centered on how I wished my music education had looked, what I wish I had been taught with,
and how I had wished I would have taught previous music history courses. I imagined what my
ideal course would be, and I interrogated the source or foundation of those ideal thoughts I had
about the course. Only weeks from the course beginning, I was still struggling with which
materials I would choose:
Yeah, I want students to be creative—to me that's part of it. [It] is the whole idea of
knowledge and hierarchy of knowledge and, you know, what would count in a music
history classroom versus *anything*. Well, not anything. That's the thing—where are the
parameters for "good music"? I don't want to pick something just because...I'm wary of
picking music that is associated with greatness, but, at the same time, there needs to be
skill and...I don't know.... (conversation with Melissa, 02/19/18)
I knew I wanted to follow what I believed to be a liberatory practice of living a feminist life in
the classroom, but I struggled with imagining what content I could choose for the students to
study. Before I could imagine how liberatory feminist pedagogical practices would look in the
classroom, I would need to know first what pedagogical practices I had used before and, in
particular, the ways in which the curriculum I was constructing supported or subverted my goals
for the course as a feminist course.
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In a way, my reimagining of the classroom was not without what Marcia Citron (2000)
has termed the turmoil of the progressive teacher in “the Oedipal-like fear of confronting the
father-like symbol of Musicology-and-Its-Canon” (p. 227). I decided to teach four units on
Western classical composers and the remaining six units on women in other music such as jazz,
rap, R &B, rock and so on (see Appendix F for course schedule). Because much of the course
was focused on classical music, I reflected on the content of the courses I took in my formal
music schooling. I was taught to engage with texts objectively when I studied music history. As
part of this feminist project of knowing differently, I built the course around the theme of
discussing self through music—this centering of the self in interacting with music was the direct
opposite of the focus of most music courses, which is to interact with music as an object and a
knowledge artifact, not at all flexible. As I read feminist music scholarship for course readings
(Cusick, 2006; Mockus, 1999, 2008) and feminist curriculum texts (Baszile, 2015; Cary, 2006;
Grumet & Stone, 2000), I noticed that the authors of these texts, in often political moves,
embedded themselves into their writing. I decided that I wanted the Women and Music course to
be about how we express who we are or find our identities expressed through music. I felt this
direct assertion of self into scholarly discussion and writing would subvert my own tendencies,
and those of any students with previous experience taking academic music courses, to talk about
music or to view music as written and performed in objective contexts, without connection to the
people and circumstances around it.
I was curious how the feminist credo, “the personal is political,” would translate into the
music curriculum as students would be encouraged to share their experiences in and with music
with each other and, thus, build a knowledge of women’s experiences in music. In addition to
students getting a sense of their “self,” I also wanted students to think of how others express
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themselves through music. In our first class meeting (which I did not audio-record), some of the
music students commented on how they had not been asked about themselves in relationship to
talking about music. The students’ informal feedback in this course, and their physical reactions
to being asked for their opinions on music, confirmed to me that my conscious decision to
actively resist the university’s objective engagement with knowledge was a political and feminist
effort to expand what knowledge can be in the classroom. Additionally, I had hoped through
pedagogy and curriculum to challenge the dominant view within the school that music is
absolute, objective, and to be studied and known scientifically. While the collective music
analysis piece of the class was often not a subject for reflection for the students, they would often
write about seeing their experiences reflected in what we read. I encouraged their knowing the
material in this way because I wanted them to see the personal as political and the political as
personal. In our fifth class session, in which we discussed how women in jazz are often seen as
“exceptional” and, thus, the token woman in that music community, one classical music student
responded in our class discussion:
Something I talked about in my discussion post...how I view myself as a musician. And
it’s really depressing. Sometimes I've thought about myself and my own playing, myself
in the industry, and sometimes it feels like I set the bar for myself in a way that it's like
you'll never be a success unless you are the exceptional woman and I don't know. That's
how I see the industry, or whatever. And it's really depressing [laughs] and it was really
eye-opening to read that article and see that, and be like, oh my god, I actually do all of
this sometimes, and this is why. (class transcript, 04/17/18)
A music student, majoring in jazz, shared her response to one of the women in jazz readings a
few minutes later in the same class:
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I had a very visceral reaction to the Sherrie Tucker [article], and when I got to the other
two, I was very tired [laughs] [Sarah: It takes a lot of emotions to read stuff like this, I
think, especially if...like, you've been in this culture...] It was my life. I was like this is
every emotion I've had through my schooling here that I haven't been able to put
into words and has not been validated by my classmates. And she put it very eloquently.
(class transcript, 04/17/18)
These two music students, engaging in the readings, inserted their personal stories and personal
positions as women into the texts we read. They were, perhaps for the first time, acknowledging
the politics of their existence as women musicians in their respective areas of music.
Encouraging students to share their personal stories offered a resistance to dominant knowledge
in music classrooms with an objective engagement with music. Their stories demonstrated the
importance of students being able to share their experiences as part of constructing knowledge in
music by recognizing their gender and validating their lived experiences.
As I built a curriculum resistant to dominant knowledge, I was haunted by the specter of
requirements to teach certain materials in music history courses. While I did feel a certain
amount of freedom designing this course due to its general studies component, I still felt a
responsibility to the School of Music and to the music curriculum to include the important
elements. I was, first, worried about how I justified picking certain composers, who had “passed
the test of time” and been chosen out of the musical canon. Additionally, I was worried that the
women I selected to teach might not have the same type of currency in the classical music
discourse and other popular music discourses that their male composers and counterparts in
popular music would have, for students and for myself. The pressure I felt is not new to music
history pedagogues who wish to expand their curriculum beyond the canon, but who understand
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the ramifications of not teaching the canon extend beyond the classroom to placement tests for
further study in music (Broman, 2010; Burkholder, 2002, 2015; Corrigan, 2002).
As I chose the content for the course, I could not ignore the thought that there was some
important knowledge that students needed about women in music, particularly women in
classical music. However, I also could not ignore that the important knowledge about women
was often tied to that woman’s acquaintances, husband, or other well-known male composers of
that time. The academic dean who had hired me had talked with me on a number of occasions
and had made suggestions for the course content, “You should really teach Clara Schumann!” he
insisted. I would include this line as a tongue-in-cheek title for the unit in my syllabus on early
twentieth-century composers including Clara Schumann and Ruth Crawford Seeger. I would
later use that line to explain to the students that I was aware of what should be taught in music
history classrooms, I told the students about my struggle with picking what they “ought to know”
in class music:
Yeah, and for, even thinking about teaching...which I've been thinking a lot about
lately—not teaching about male composers, is a loss of power for the teacher, because
then someone asks you, or someone tells you ‘you should really teach Clara Schumann’
cause that's what everyone teaches. So, it's really everywhere. (class transcript, 04/10/18)
I had no objection to including Clara Schumann and other well-known women composers such
as Nadia Boulanger, Fanny Mendelssohn Hensel, but I was wary of the narrative with which
these women are often presented as they were related to famous male composers, and the general
history of practice to include only some acceptable, exceptional women in an otherwise white
male-centric canon (Citron, 2000). I wrote in my journal:
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I keep wrestling with teaching a female composer –Oliveros—without comparing her to a
“more-well-known-composer-MALE”. Guess what. In a class for non-majors, this is a
non-issue, rather, a non-corollary. Who is John Cage? It doesn’t matter. Pauline lived
through the 1960s, 1970s, and witnessed much of what everyone else witnessed. But she
witnessed it from her point of view. How interesting to learn her point of view. No need
to anchor her to a more well-known male figure. (research journal, 01/31/2018)
Because many women who had been accepted as subjects within the music canon were often
related to male composers of their generation, I was wary of teaching the women as such.
Additionally, I was wary of including the “great women composers” who had received
accepted statuses and places in the music canon as a furthering of the narrative used to justify
male composers’ places in the canon. Building the course around the great women composers’
narrative would only mean that I was supporting the narrative that women had been allowed in
the classical music canon by means similar to and for reasons that made them equal to men.
Similarly, the great women composers’ narrative represented legitimate knowledge for every
student served by the music school, major and non-major alike. Whereas I could have designed
the course to include women composers who were proven, through the test of time, to be “good”
for students to know, I did not want to reinforce the positivist assumptions of an inherent, otherworldly quality in some music, particularly if this quality was inherited simply by virtue of being
associated with a male composer (my only exceptions were Schumann and Seeger). Further,
when selecting the women we would study in class, I chose women, across music genres, who
had created the music or some aspect of the music—composers, songwriters, lyricists. Focusing
on women as creators was my way of pushing back against decades-long ideologies of only men
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being capable of creating intellectual and complex artworks (Citron, 2000). As I built the
syllabus, I wrote in my journal,
A primary focus of the course will be women as creators. Women create things. I was too
old when I discovered that women could write symphonies. Why is that impressive? And
why was I surprised? What is ‘womens’ work’ and what are we implying when we don’t
immediately think of a woman as a creator?” (research journal, 01/20/18)
In the above reflection, I confronted my own disbelief in women as capable of creating large
works and complex creations and pushed myself to challenge my assumptions about women as
creators. My own embarrassment and distress at not knowing women could act as creators drove
my rationale for focusing the curriculum on women as creators. I recognized later that because of
my experience in music, I was directly situating and resisting women’s intellectual and
ideological places in that discourse. However, it was also true that despite my experience in
music, I was also participating in patriarchal thinking that erased my own immediate recognition
of the legitimate presence of women as composers. Choosing women who had composed an
orchestral piece or written a song would offer the students multiple ways to talk about those
women creators in relation to the students’ own life stories. As I encouraged the students to share
their stories related to the themes and assignments I had given them, we were participating in a
sort of consciousness-raising intertwined with music analysis. Instead of following a prescribed
music analysis given by a textbook, we were creating the meaning of the music through our
collective analysis.
Theme two: Course assignments as opportunities for engaging with different ways of
knowing
As I experimented with different ways of knowing in the classroom as feminist
pedagogy, I reimagined how we worked through assignments in class, in our conversations and
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activities during class. Further, I wondered how these assignments would unfold each time we
met and shared our experiences, allowed our emotions in these sharing sessions, and improvised
with songs played or ideas shared in the context of the class. Rethinking what a music history
course could look like through a feminist lens presented challenges in reimagining the
assignments. The texts and media that I selected for students included journal articles, as well as
newspaper articles, personal blogs, and YouTube interviews. In previous courses I had taught, I
had avoided non-scholarly media in the classroom. Choosing non-scholarly material felt risky, as
if students would not learn what they needed to learn and would not receive a critical lens
through which to talk about women in music.
As a way of knowing curriculum differently, I facilitated activities during class times that
included creative elements for the students to think through the class readings together. In the
fifth week of the class, when we discussed contemporary jazz composers, I distributed poster
boards and asked the students to creatively express their thoughts on that night’s readings on new
women jazz composers (an activity I would later name “Art Dialogues”). The students
acquiesced, but some asked why they were doing that activity, and I felt some bristling—perhaps
only in myself—at the amount of time spent on coloring, laughing, and doing a project that
seemed to have no immediate value.
Sonic anarchy in the classroom.
In the third class session, in which we discussed the works of composers Pauline Oliveros
and Jennifer Higdon, I planned to ask the students to join me in performing a piece together from
Oliveros’s Sonic Meditations, a piece of music meant to be performed collectively by people
with varying music abilities. With our study of Sonic Meditations, I emphasized the use of the
feminist listening framework I had introduced to the students in our first class session. The
feminist listening framework I made for this course included formal music theory and developed
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two alternative ways of listening to music: listening as activism and listening as process. We
spent most of the course talking about “listening as process” because it displayed feminist
principles that the students and myself could more easily grasp and apply to our music listening
(Table 1).
Table 1. Listening as process, from the listening framework.

Listening as Process: How we analyze and talk about music within a feminist
perspective, also called feminist music theories...
Jennifer Rycenga posits that a feminist music theory would be…4
•
•
•
•
•
•

Non-dualistic (separating mind/body)
Listens & gives attention to women’s voices
Non-hierarchic (power structures in music/listening)
Focused on dialogue in its nature
Acknowledges “material reality”: body and “place in society”
Respects agency or limitation of others

Another way of thinking about feminist music theories, as written by Rosemary N.
Killam…5
• They [feminist music theories] are reflexive of women’s experiences . . . They
will avoid framing musical theoretic discourses as private power relationships
which impose the theorist’s interpretation on the music, as well as the inverse,
where the music theory is said to be impelled by the force of musical
masterworks.
• They can be contextual, recognizing the influences of culture and history.
• They can be supportive of diversity and individual experience. Thus, recent
research suggesting fundamental differences in hearing music, such as those
people with and without absolute pitch, contains feminist aspects
(baczewski_killam_1992).
• They can be subjective, avoiding false objectivity through acknowledging the
personal situatedness of our individual epistemologies [ways of knowing].
• They can be process-oriented, including concepts of drama and myth, noting
that myth includes rather than excludes truth, encompassing more of human
experience than “simple” truth (Killam 1993, 230–251).
• They can celebrate multiple relationships between music, music theory and the
cultures in which these relationships are developed. Feminist theories of music
can acknowledge the importance of performance and ritual in our mutual
empowerment.
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In previous courses, I would have introduced Oliveros’s piece as I would any other piece:
introduce the composer’s biography, talk about the details of the piece, and play the piece for the
students to hear and formally analyze. In this course, I used this assignment as an attempt to
know music in a feminist way by performing,
listening to, and analyzing the music within the

Figure 2. Our sonic meditation score.

above framework. Before we began performing the
music together, I asked the students which piece they
wanted to perform from Sonic Meditations, or if they
wanted to make their own score in the style of
Oliveros’s score. The students chose to make their
own score (Figure 2). After the students practiced performing their music using Google Chrome
Music Lab (a free online music-making website), we performed our sonic meditation together:
Sarah: Yeah, so everyone has their music…[students asking how this will go] Alright. I'm
going to read the beginning of Sonic Meditations to you. What we're doing right now…
is we're performing a piece of music. We are the performers. We're the performers, and
we're the audience. We're breaking down the structure. We're not in a concert hall, but
we're performing. I'll just read you the introduction to this text, "Sonic Meditations are
intended for group work over a long period of time with regular meetings. No special
skills are necessary. Any persons who are willing to commit themselves can
participate…" [continues] OK, let's start.
Layla: We all just play a music note? [begins playing a note]
Sarah: We're listening... [slowly music starts to trickle in, students are talking to each
other trying to figure out what they're doing, one student claps, one student sings,
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computers are making noises, the sound swells, then starts to fade, the talking is gone,
everyone watches each other, the music dies down, there is silence, then everyone
laughs]
Sarah: Awesome. Woo! [clapping, others join in] I liked that! Wow, I just want to do that
all the time. What was that experience like for y'all?
Lisa: I think the beauty in that is that sometimes it wasn't compatible...[the sounds
everyone made]
Sarah: What other experiences did we have?
Layla: It was freeing. [students agreeing] There were no rules to it. [Ruth: Yeah]
Sarah: Did it make anyone nervous?
Sybil: Awkward, yes.
Sarah: Yeah. We're all sitting and looking at each other, trying to figure out when to stop,
when to keep going. “Am I really just going crazy [pantomimes playing computer] and
no one else is??” [students laugh and agree] Being aware of the room, that type of thing.
[after some conversation] I go back to this… I just keep thinking about this framework
for listening, non-dualistic, separating mind and body, hopefully what we were doing...
(class transcript, 04/10/18)
The above excerpt shows the process of our performing our sonic meditation together—a piece
the students later named “Sonic Anarchy.” Before and after we performed this piece, I framed
for the students the reasons why we were playing this piece together. I used the feminist listening
framework—particularly Jennifer Rycenga’s (1994) suggestions for a feminist music theory—to
illustrate for the students how we were engaging in a different way of knowing music. This inclass assignment demonstrated a collective, embodied experience with music that emphasized a
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feminist knowing-in-process of classical music with its deconstruction of performer and
audience, its imperfect and improvised performance, and its inclusion of any performer, not just
experts.
In addition to rethinking in-class assignments, I reimagined the writing assignments that I
gave them to include prompts such as, “write an essay about your identity and music,” “write an
essay about a performance attendance,” and “create a final project on a musical artist.” The final
project felt like the biggest risk to me, in terms of assessment, in that some students opted for a
final paper, and some students submitted creative projects as their culminating project. The large
writing assignments, designed for assessment in order to give students graded work in the course,
also had a pedagogical significance in teaching them different aspects of the theme and different
techniques in music engagement and criticism. With the final goal of writing about self in
relation to other, I first asked students to begin bringing themselves into their writing in their
weekly responses to the reading, which were posted on a discussion board in the university’s
learning management system. Their midterm assignment was to write a short essay about
themselves while using a song to express who they are.
For their final project, I asked my students to complete a longer project, be it a paper or a
creative project, that tied in part of themselves that they had written about before with a story
about a woman artist. The final project provided a place for the students to offer a statement of
what they had learned over the duration of the course. A few of the students took advantage of
the opportunity to be creative in their final projects. For example, one student produced a zine on
trans-bodies, inserting an image of how he envisioned himself into a picture with recording artist
Big Freedia (Figure 3, edited to obscure the student’s face) and another student produced a
graphic arts storyboard based on Jennifer Higdon’s blue cathedral (Figure 4). Two other students
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presented creative work in the form of a conceptualization of an all-women’s music festival and
a Tumblr presenting various posts contemplating representation of disability in pop music. Petra
Munro Hendry (2011) has written about the “profound and complex ways in which we come to
Figure 3. “I did not come to play with
you hoes.”

know” (p. 98), and toward that end I wanted the students
to have, if they wanted, a way to know the material
in the course in their own way. The four creative
projects that I have mentioned before—the zine, the
storyboard, the festival-creation, and the Tumblr
posts—were ways that the students worked through
their knowing of class material in what were
“profound and complex ways” to them. Their
projects showed a creative working-through of the
class themes and they offered engaging insights to
their classmates. I was pleased with their exploration
of class topics through creative means, but I was
also surprised that each of the creative-project

students in our final sharing-out class session felt the need to verify the amount of time they had
spent on their projects, especially in comparison to their colleagues who had written traditional
research papers. This indicated to me, in a real way, the intertwining of neoliberal and patriarchal
thought at work in the production of artifacts of knowledge: written papers did not need to be
clarified, but other seemingly non-scholarly work needed legitimating in some way.
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Throughout all of my material selection, and throughout the course, I was aware of the
back-and-forth pull felt between engaging with intellectual knowing and other kinds of
knowing—knowing through experience, our bodies, our emotions. In what ways was I
privileging intellectual knowing? I remembered the mind/body split, long written about by
feminist scholars (Braidotti, 1994).

Figure 4. “Blue Cathedral.”

Even though I challenged the way
we approached assignments and
used our class time together, we
were still largely practicing
intellectual forms of knowing
acceptable in university classrooms.
Additionally, the concepts of
knowing and knowledge were
theories in the making until the course began and the students and I began to interact. I had been
heavily submerged in curriculum-building before teaching began, but now I would be involved
in the pedagogy—the relational encounters within the classroom. Curriculum and pedagogy
would collapse, expand, and overlap in many ways.
Knowing through Experience
In the previous sections, I have described feminist pedagogy through knowing myself as an
educator and through knowing the curriculum differently. In this section, I illustrate how I sought
to enact a feminist pedagogy by knowing in the classroom through our lived experiences
(Gunew, 1990). Two themes emerged from my focus on this relational knowledge-creation
(Thayer-Bacon, 2003) with my students: 1) sharing my own experiences as a way of knowing as
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a model for the students, and 2) the students share their experience in knowledge construction
and knowing. First, I modeled sharing our lived experiences as knowledge-creation for the
students so that they would have an example to follow in doing the same. Second, the students
shared their own experiences as ways of knowing the course material. It was through my own
sharing and the students’ sharing of our experiences that we co-constructed a relational feminist
epistemology (Thayer-Bacon, 2003) that deepened our learning together in the classroom. As I
went through the course with the students, I began to understand this concept of lived experience
as also being connected to the body and to the emotions, what Thayer-Bacon (2003) has called
the “wholistic bodymind” in her call to rejoin the body with the mind as a part of a feminist,
relational epistemology. Following this holistic thinking about epistemology, I learned that my
feminist pedagogy developed when we shared our experiences together in order to know both the
course material and ourselves more deeply. We shared stories connected to our gendered bodies
and would often react emotionally to the stories we read to each other or shared together from
our lived experiences. Although I view every piece of my feminist pedagogy as important and
interrelated, the time I spent with the students sharing our experiences and growing our
knowledge together of music and women felt special to me.
I must note that, like my personal journey into knowing differently had come with
frustration and disappointment, so did learning to know differently together as a class. At every
turn, our relational epistemology felt fragile and our enacting of feminist theory in the classroom
fluctuated. The seven music students enrolled in the course presented a strong narrative of the
classical music discourse against which I had designed the course (the students would later tell
me that this course meant a lot to them as it validated their way of knowing and being that had
not been acknowledged previously by the School of Music). Yet, the experiences that the music
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students shared caused a rift in the knowledge-construction process that I wished the entire class
to embark on together. The music students’ collective experience presented a niche, a closed
cultural experience that would unify them in a knowledge apart from the other students. I did not
anticipate that the experiences of the music students would be so different that they would
present an entirely different culture. What to do then? I did not figure out how to bridge the gap
in different experiences in this course, but I did fight to bring better understanding among groups
in the classroom.
Theme one: Sharing my own experiences as a way of knowing as a model for the students
Knowing through experience meant that we could create knowledge from sharing and
understanding our own experiences. Additionally, sharing our experiences together in the
classroom validated for all of us the truth of each of our lived experiences as we shared them
with each other (Belenky, et. al, 1986). Since classrooms in higher education are built on the
teacher giving prescribed knowledge to students, I found that modeling to the students how to
share experiences as a way of knowing the course material and ourselves helped the students to
understand how to do it. I elaborated in previous pages on how knowing myself and my
socialized history as a music educator provides an important part of my feminist pedagogy. In
this next step of the journey, going through each class together with my students, I began to see
the curriculum that I had envisioned and designed, as an exercise in resisting dominant
knowledge, materialized through my relationship with them. As I shared my lived experiences
with the students, as a woman in music, I invited them into a relationship in which we created
our knowledge together and learned to know in a way that privileged the process rather than the
result. As the course progressed, I began to see the way in which relationships in our community
shaped our knowing the world. Our sharing experiences together, recounting experiences that we
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found were shared among us, and our reflection on those experiences, caused us to create a
relational epistemology wherein our knowledge could be “socially constructed by embedded,
embodied people who are in relation with each other” (Thayer-Bacon, 2000, p. 2).
Before I personally modeled the way that I wanted our class to engage with knowing
through experience, I explained to the students why I thought this way of knowing was important
for our class to do as a feminist practice in our classroom. A primary goal for the course was to
reexamine constructions of knowledge in the classroom by encouraging the students and myself
to share our experiences as a way of knowing. Before the class began, I was asking myself how I
would communicate what was worth knowing. As the course ran, I asked how were we, as a
class, observing and knowing what we observed? What kind of feedback and thoughts was I
allowing to come into classroom conversations that would show a preference for knowing? In
examining constructions of knowledge, I wanted to see how every element of the course—the
materials, the assignments, our conversations—could act as an opportunity to see and know the
world through various feminist lenses. In practice, I verbally told students, both when the course
began and at intervals throughout the course, that I was purposefully approaching the content of
the course in a different way. I said to the students in our second class meeting:
I'm specifically teaching this class for the first time, in my kind of history as a teacher, as
a feminist, so there's a lot of stuff, a lot of techniques that I'm trying to use like,
collaboration, kind of creating more of a sense of community . . . so these are some of the
techniques and concepts that I'm going to be working with through all of this. So, this is
why I'm asking a lot about your experience and asking you to bring your experience to
class . . . I'm really excited about what the people who have taken these courses can bring
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to the conversation, and just what everyone brings from their experience. (class
transcript, 04/03/18)
I communicated to the students my expectation that our way of knowing the material in our
classroom would be different. I established that we would be allowed, and we would push
ourselves, to look at the subject of women and music differently by reading various media on
women and by relating to the material in a way that we dialogued with the material rather than
forced a response from it. I told them that we were building knowledge collectively through
sharing what we know already with each other, and by sharing our experiences with each other.
Additionally, I emphasized the role of emotions in knowing through experience.
At the beginning of the course, and occasionally throughout as a reminder, I modeled for
the students what building our personal stories into the classroom could look like. In the second
class, as an example of listening to music for healing (a part of the feminist listening framework),
I shared this with the class:
I like this idea of music as healing. What ways...how can we talk about this music as
healing? . . . I can't listen to this [Jennifer Higdon blue cathedral] without crying a whole
bunch . . . because I have three sisters, and when I was young, one of my sisters pretty
much died...and my dad, who's a paramedic did CPR and she came back to life. But, for
me, listening to this reminds me of my sister . . . it's very spiritual for me, because I'm
going, in my heart, I'm going back to a place in my life where I was really afraid to lose
someone I loved. So, I think, this is not something I expected to feel when I heard this.
But, it's . . . receiving what the music is telling you. And kind of going with what you're
hearing. And for me, this was something very personal that I didn't expect! … (class
transcript, 04/10/18)
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In this moment, I was modeling an engagement with music that did not rely on intellect but
relied on my experience for interpretation. I modeled knowing as an active process (ThayerBacon, 2003) while listening to music. I also modeled, in this instance, the feminist framework I
had given to the students for listening to music which allows for emotional readings of and
connections to the music (see Appendix G).
From the very first class session that I recorded, I presented my ideas of feminist
pedagogy and how I thought it would unfold from the start. This introduction included allowing
our own lived experiences to be a part of our knowing critically in the classroom. I framed my
own desire for wanting to teach the course with a story from my own experience: I did not
receive an education in music that included women in its history, and I felt that this class needed
to be taught to fill the gap in knowledge about the creative lives of women musicians and to offer
students a chance to play with feminist ways of knowing music. I shared with the students in our
third class together about why I chose certain materials for the class:
….what started my reading all of this, just realizing, you know, where do I see myself in
music history? And I don't really- not in scholarship, not in the classroom, that type of
thing. So, this was a point that really kinda got to me and this comes out in [the class
texts]—this idea of bringing ourselves into what we do. (class transcript, 04/10/18)
Motivated by my experience, I wished for my students, regardless of major, to be able to see
themselves represented in both the content and the way of knowing the content in the course. I
wanted the students to understand and rely on their own knowing through experience as they
interacted with the materials within the course. Perhaps by encouraging the students to bring in
their experience as a lens for the texts and other materials, they would learn to trust their own
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voices as a source of knowledge (Belenky et. al., 1986), particularly regarding knowledge about
their experiences and how their experiences could add to the knowledge of the music we studied.
Some students had heard the feminist saying, “the personal is political” in previous
women’s studies courses. As we all are removed from the political moment in history through
which this saying was born, I wanted to practically illustrate and embody it in our class as a point
of promoting feminist learning, a relational learning from each other, in order to show that our
experiences are real and valid as knowledge and knowing. My use of “the personal is political”
in the classroom worked as Liz Stanley and Sue Wise (1993) have described, to show students
that:
power and its use can be examined within personal life and, indeed, in some sense that
the political must be examined in this way. It also emphasizes that ‘the system’
is experienced in everyday life, and isn’t separate from it. (p. 63)
I asked students to share their own experiences, but I also encouraged them to not only think of
themselves, but to also think of the social ways in which their own experiences had been shaped
and the fact that they were sharing similar experiences together, thus underlining the social
nature of patriarchy in their lives. It was in the sharing of our experiences together, a sort of
consciousness-raising as feminist epistemological practice (Stanley & Wise, 1993), that we could
recognize the reality of our collective lived experiences as women or relating to women.
Theme two: The students share their experience in knowledge construction and knowing
From the beginning of the course, I made it clear to the students that they would be asked
to bring their experiences into the classroom in addition to their critical readings of the texts as a
way of learning as a community and constructing knowledge together, and as a way or a process
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of knowing. In the first class session where we met all together, I told them, in a rather
inadequate or ineloquent statement, that their experience matters. I said:
Some words that I was getting on the discussion board, sad, anxious, mad, frustrated, um.
And I have felt the same way, reading all of this, preparing for class, I'm like, this is just
no way to live, reading all of this stuff all of the time, um but it's good, it's good. Um,
good. This is a lot to think about. I mean, ok, here's kind of a meta moment, you are
telling me something from your experience, and this is good, um, I'm not judging it by...I
mean, I'm like thinking about what we've read, but please share your thoughts. Your
experience matters, what you say counts, it is knowledge. It is intellectual, what you say
is intellectual. (class transcript, 04/03/18)
I found myself often mixing and merging intellectual knowing and emotional knowing,
knowledge and knowing, and other seemingly dichotomous constructions of traditional and
feminist pedagogies in my classroom in this first encounter with feminist pedagogy. As a
response to my admonishing students to understand the course material through their experiences
and through their emotions (which often precluded their experience-sharing), one student wrote
in their evaluation:
I really loved being able to react emotionally and have my feeling fueled analysis
acknowledged as real, legitimate data in an academic discussion. Just being able to say, "I
don't understand the technical aspect, but *this* made me feel *this* and therefore
reminds me of *this*" was extremely freeing. (student evaluation)
Though we arrived at discussions of embodiment and self eventually in the course, and upon
which I will expound in the next chapter, at this moment I wanted explore what it meant to
myself and the students to bring past and present experiences into the classroom as a legitimate
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source of knowledge and knowing. I also wanted to emphasize the interaction between personal
experiences brought into the classroom and interpersonal, relational experiences together in the
classroom—self and other.
One example of a collective experience happened during a class discussion in the second
week. We read diary entries by Clara Schumann and discussed how Clara talked about her
gender in relation to her ability to compose. 10 In this instance, I told the students how I was
reading myself and my experiences into the text and dialoguing with the text. The students took
this as an invitation to share their own experiences as they related to the text:
Sarah: I circled on page 154 of these diary entries, she said, "I once thought I possessed
creative talent, but I have given up this idea; a woman must not desire to compose—not
one has been able to do it, and why should I expect to?”
I can't help when I read these things, thinking about some of the stuff I read in the
discussion board from some of our practicing musicians—I think we have a lot of
musicians, but we have some who are practicing right now—this perception we have of
ourselves. And I think any woman in any area, political science, business, music
business—it’s just kind of haunting how much I see myself in this text. And I think
about...I can, in an instant, think at certain points in my life when I gave up on something
that I wanted to do, like play piano. And the reasons I did, I'm beginning to see, were
very much tied to the things we're talking about. [Lacey raises her hand] So,
yeah...Lacey.
Lacey: I just have a personal anecdote

Neuls-Bates, C. (1996).Women in music : An anthology of source readings from the middle ages to the present
(Rev. ed.). Boston: Northeastern University Press.
10
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Sarah: Yeah?
Lacey: Uh, yeah, in middle school, we had a band. And I went to play percussion because
my dad and my grandpa are drummers and stuff. And I went in there telling them that I
wanted to play percussion and they said, “Um, no, sweetie, you're a girl, so you're going
to play clarinet.” I was like...what?... So, I never got to play the drums.
Sarah: Oh no!
Janelle: That happened to me! I wanted to play drums so bad and they were like, “Play
the flute!” Who decided that drums were a man's instrument?
Sarah: Aw, that's so sad.
Ruth: Almost all the jobs in big orchestras are male clarinetists.
Denise: I wrote about that in my reflection because I'm a percussionist and in high
school, it was me, three other girls, and the rest of us were guys. And we were always
like, “Why are there no females in percussion?”...Who decided that?
Lisa: Yeah, I was the token girl in drumline and everyone was like, “You got a girl that's so cool!”
Ruth: Yeah, I was the token girl in our drumline too. (class transcript, 04/03/18)
In the moments such as the above, I was pleased to witness the collective sharing of lived
experiences that validated the politics of living that many of the women in the course had
experienced in music. As happened in the discussion above, there were several instances of a
young woman sharing her experience in the class who wanted to play a “male” instrument or do
male-centered activities (as the women cinematographers in the class shared) only to be shut
down by her male peers and teachers. Each time these stories were shared, other students would
chime in “Yes, that happened to me, too!” I pointed out these moments to them as powerful
examples of the sexist and oppressive world in which we live.
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Students were also able to share their experiences as knowledge-construction on the
discussions posts that I assigned for each class session. The students would often read each
other’s posts and reference them in class sessions. In the week where we read a young
composer’s essay on her experiences working in classical music, a film major wrote about her
reaction to a composer’s article on her identity and compositions in this way:
I intensely related to this fear that Snider described. My first year in the film program, I
had no problem comprehending the technical aspects of cinematography, editing, and
writing despite what my male counterparts might have thought, but I found it crippling
when [the] teacher would tell me to follow all of the unspoken rules of framing,
composition, and writing, and in turn would hinder my favorite form of self
expression[sic] and creativity. I only recently have overcome this fear, only to stumble
upon another, harder to overcome fear. What if people don’t like or relate to my
characters and narratives? Snider answers her version of this fear with “let the piece say
what it wants to.” (weekly discussion posts, 04/17/18)
I was pleased that the above student took an example from a composer working in music and
practiced self-reflexivity by mapping onto the article her own experience working in the film
industry. In the above instance, feminist theory in the classroom was enabling this student to
“decode their own cultural and linguistic traditions and discover spaces they occupy in the social
world” (Crabtree & Sapp, 2003, p. 132).
Students would later write in their evaluations, in response to the question, “What aspect
of this course served you best?”, that they appreciated being encouraged and allowed to
“understand my experience through a feminist lenses [sic] rather than a man’s idea” and that they
liked how “everything was framed by personal experience”. In response to the question “What
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do you like most about this course?”, one student wrote that they enjoyed “being free to express
one’s feelings and personal thoughts on a matter, in a way that is accepted as an appropriate
intellectual response.” The students’ responses to “what is feminist pedagogy?”, as well as the
questions mentioned above, showed me that they understood that experience played a role in
building their own knowledge together as feminist pedagogy. While we shared our experiences,
we were actively building the curriculum together. Along similar lines, hooks (1994) quoted
Freire saying, “education can only be liberatory when everyone claims knowledge as a field in
which we all labor” (p. 14). Because of our experience-sharing, students were offered liberatory
moments within which to grow and learn through their own experiences.
Conclusion: Knowing Differently, Knowing Relationally
In this chapter, I have discussed how I understand my feminist pedagogy as rooted in
epistemology, particularly a feminist relational epistemology that privileges a knowing-inprocess (Thayer-Bacon, 2003). Feminist pedagogy, as a resistance to dominant, patriarchal
structures in the classroom, offered me a way of critiquing the pedagogy I had learned through
my education in music. The new way of knowing, relational and rooted in feminist principles,
led me to realizing that I first needed to know myself as an educator and to trust what I knew
about myself as an acceptable knowledge (Belenky, et. al, 1986). I had to question what I had not
questioned before—how I had been educated in music and how that affected what I thought of
myself as an educator. What I had learned and how I wanted to learn now, as a feminist,
presented a constant struggle to resist dominant, patriarchal knowledge.
My critical reflection on my past led me to question how I could turn from a traditional
music history curriculum to a feminist-centered curriculum—what material could I introduce that
could count as legitimate knowledge? In reshaping my pedagogy to be oriented in a feminist
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practice, I had to design a curriculum that would resist patriarchal structures in my music
classroom. I also reconceptualized the course assignments in such a way that would allow
students to show their knowledge differently in a way that was open to creative expression and
collaborative construction. I found that the “process of knowing” (Thayer-Bacon, 2003) meant,
for us, that we shared our experiences together in the classroom, and, thus, built our
understanding of the course material and ourselves.
As a research study on my emerging feminist pedagogy, it was important for me to
question the constructions of knowledge in my classroom, particularly for the history of
knowledge in higher education institutions and in order to push the boundaries of feminist
practice in my music history classroom. The many transitions between theory and practice (and
back to theory) regarding focusing on epistemology as feminist pedagogy in my classroom, did
not occur without turbulence, as I have communicated. However, I have begun to envision an
alternate way of knowing in the classroom that acknowledges my lived experience and who I am
as a feminist music teacher.
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CHAPTER FIVE: BEING A FEMINIST EDUCATOR
In the previous chapter, I considered a feminist perspective on knowing in the classroom
and how that both informed and was shaped by my curricular choices. In this chapter, I will
address how feminist pedagogy revealed itself to me as the choices I made about power
structures and hierarchies in the classroom and how my own feminist pedagogy was anchored in
relationship. In addition to exploring epistemology as part of my feminist pedagogy, I also
explored elements of feminist ontology as foundational to my feminist pedagogy. Whereas using
feminist pedagogy allowed me to question how I know and allow knowing to happen in the
classroom, it also helped me to question being in the classroom. Feminist pedagogy entails
exploring “a new way to be with one another in the classroom.” (Shrewsbury, 1987, p. 6). Thus,
in this chapter, I show my process of discovering how I could be as a feminist teacher, how the
students were allowed to be, and how our being together, in relationship, would develop as a
response to patriarchal power structures in the classroom.
As the class progressed, I found that my emerging feminist pedagogy developed from a
relational ontology (Stanley & Wise, 2002; Thayer-Bacon, 2017). What did it mean to be a
feminist educator? I explored a feminist way of being in the classroom, which I viewed as
broadly framed by a feminist ontology. This ontology served as a foundation for my feminist
pedagogy as I sought to build relationships with students rather than support dominant “power
over” relationships (Kreisberg, 1992) in the classroom. Being a feminist educator, at a beginning
moment in my journey, meant examining how I am being in the classroom (myself, my
emotions, my behavior) as I navigated my personal and professional lives merging and as I
interacted with students. I was concerned with the ontological in my classroom as it reflected the
reality of the classroom (Pinnegar & Hamilton, 2009) and our ways of being with each other
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(Stanley & Wise, 2002). For Pinnegar and Hamilton (2009), ontology in self-study research
means that the research may “focus on what is real, constructed from our place within that
experience with a commitment to shaping what is real to conform more closely with what we
value” (p. 5). When I asked myself how I would be in the classroom as a feminist educator, I was
asking myself how I would see my feminist values in the classroom, within this ontological
framework that Pinnegar and Hamilton (2009) provided. Additionally, I was concerned with
feminist ontology as it pertains to the constructions of the self. According to Stanley and Wise
(1993), a feminist ontology views the self as “irrevocably social and cultural in its basis” (p. 194)
while rejecting “a notion of ‘self and Other’ that the self supposedly defines itself against and in
opposition to” (p. 195). I viewed the actions and interactions of my classroom, with the intent of
deconstructing relational power structures in the classroom, as the building blocks for a feminist
pedagogy. It was important for me to think of myself through reflective conversations with
Melissa and through the conversations with students in my classroom. I found that a feminist
way of being with others and exploring how I could be, in relationship to myself and others,
served as another act of resistance (in addition to and interacting with feminist epistemology)
against patriarchal structures in the classroom.
Throughout my study, I began to observe a feminist ontology in action through
relationship. When I say “relationship,” I mean the relational aspects of teaching that promote
recognizing and encouraging the humanity in students (hooks, 1994; Weiler, 1995). The
relational approach I took was centered in the feminist pedagogical writings of bell hooks (1994,
2003), Maxine Greene (1995), and Nel Noddings (2012). I particularly drew from tenets of
hooks’s (1994) engaged pedagogy as a radical pedagogy focused on well-being and community,
with the teacher and students being empowered by the experience. In addition to hooks’s (1994)

114
engaged pedagogy, I employed a feminist-centered perspective to think through how the students
and myself were being in the classroom. I considered relationship, as a concept, to be interrelational in nature. Relationship served as the foundation of feminist pedagogy and helped to
develop the class community as a whole. I envisioned this relationship as originating in myself,
as the person with the position of power in the classroom (Shrewsbury, 1987). Thus, in order to
better understand my position in the classroom and my identity as feminist educator, I found that
I was forced to confront my relationship with myself and how I treated myself as I negotiated my
identity. Additionally, while I related to myself in a way I had not done previously, I relied on
interaction with others, relationship with others, to uncover my own identity more clearly. My
conversations with Melissa provided a teacher-perspective that would act as a mirror to my
experiences, while my interactions with the students in the classroom would be instrumental in
helping me to work out my own pedagogy because they had the privileged access to my
teaching. The students would become, in some ways, co-creators of my feminist pedagogy.
Because I am using a definition of pedagogy that emphasizes relational encounters
(Zembylas, 2007), it is appropriate to view being through the relational moments happening
throughout the course. In this chapter, I focus on being as I found myself being in relationship
and how those relationships unfolded as responses or resistances (through actions and behaviors)
to long-established power structures that have been acceptable ways of being in the classroom. I
found two larger categories organized the themes in my research: my own being and my being in
relationship with others. Within these two categories, I contemplated my understanding of power
structures in relationship and my choices to either hold on to power as the teacher or to create
circumstances, by my choice to engage in relationship, through which students could share
power with me in the classroom.
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Being Myself as Feminist Educator
Equally as important as knowing course content in a feminist way, was how I understood
myself and how I understood being in relation to those surrounding me throughout the course.
From the beginning of the course, I was very aware of the primary tenets of feminist pedagogy
being the disruption of power hierarchies between teacher and students (Bauer & Rhoades, 1996;
Crabtree et al., 2009; Friedman, 1985; Weiler, 1995). As I taught the course, I constantly thought
of ways to deconstruct the power relationship with my students, starting first with how I could be
as the teacher in the classroom, while remaining aware that, as the teacher, I held the power in
the relationship. I was hoping to enact not a “power over” relationship with students, rather a
“power with” relationship (Kreisberg, 1992) in which I could facilitate the “capacity of people to
act and do together” (Kreisberg, 1992, p. 71).
Although I view my pedagogy as intricately intertwined with my relationship with the
students, when I write about relationship, I want to first acknowledge the relationship with
myself and how I came to understand my being a feminist educator through my own critical
reflections and conversations with Melissa. As I analyzed my data, I came to realize that my
relationship with myself, and my exploring that relationship through self-critique was necessary
in order to do feminist work (Lather, 1991) and was as important as exploring my relationship
with the students.
Theme one: Openness with myself as foundational to having relationship
While I invited students to engage with aspects of their identity such as their sexuality,
their gender, and their relationships through their writings in the Women and Music course
curriculum, I ignored grappling with my insecurities and shortcomings, initially, and shrunk
further from honestly assessing my own identity as a feminist teacher. As Carol Shrewsbury

116
(1987) has written, feminist pedagogy involves being “engaged with self in a continuing
reflective process” (p. 6). In their co-autoethnographies on their own feminist pedagogy, Coia
and Taylor (2014) have emphasized the centrality of understanding the self while studying one’s
own teaching. Part of the struggle with being open with myself was that I resisted, in practice,
using myself as a source of data. I relied on feminist research literature (Belenky, et. al, 1986;
Lather, 1991; Lewis, 1993; Stanley & Wise, 1993) to assure me that I could generate and analyze
data gathered by listening to my emotions and intuition about my teaching experience and by
reflecting on my own words in my research journal to guide my understanding of myself. I had
to push myself to accept and to rely on my own experiences and my reflection on those
experiences, “using the self as an instrument of understanding” (Belenky et.al, 1986, p. 141). As
I learned to trust my own understanding, I could more deeply engage with the learning process I
underwent as I explored my identity as a feminist educator. It was through this reflective process
that I realized that openness with myself was critical to building a feminist classroom centered
on relationship. I attribute the emergence of this specific theme to this being my first self-study
and my first time using an explicit feminist perspective in my pedagogy. As I thought of the
space that I wanted my classroom to be and the relationship that I wanted with students, I wrote
in my journal:
I have had the students think of their "Self" a lot, but in hopes that after thinking of and
knowing Self, that students could think of Self in relation to Other. It hit me, suddenly,
that I believe you cannot help the Other without first knowing yourself. And I realize, on
a deeper level, that my tendency to want to know myself and not worrying primarily
about Other first, is that I grew up in a house where all we thought about was community
and each other. And coming from that situation, I never had any time to think about what
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I wanted, I buried myself and my desires for the common good. Now here I am trying to
think of myself in this study, and I'm having to excavate my soul for any traces of me.
(research journal, 04/15/18)
The above journaling stands as an example that my understanding of who I am or could be as a
feminist pedagogue would not be as easy to uncover as I had imagined. My personal identity had
been long rooted in a way of being I had learned since childhood. I was raised in a large, closeknit family where we were taught to think of our family and what the family needed first. I did
not have my own time or my own life as I was always with my family and always at the ready
for my mother to call to me to do chores (my adjustment to college life was sudden and strange).
I was also raised as a Christian and taught that I should always think of others before thinking of
or preferring myself. Additionally, I was taught, with my three sisters, the gendered, social
expectations of young Southern women who are expected to be alert to everyone’s needs, always
amiable, and open to being socials hosts within every situation (this only occurred to me when I
moved to an urban city and noticed, with shock, that none of the women around me were being
too alert or attentive to everyone’s needs in social situations). The entirety of my socialization as
a young woman directed me to think of others first, rather than to think of myself.
Additionally, at the time of writing the journal entry, I was also reading in feminist
pedagogy literature about the importance of being community and others-minded, with a goal of
social action (Crabtree et al., 2009; Shrewsbury, 1987). At the time of the study, I could not think
in this social-action, goal-oriented way. In fact, I felt guilty for focusing on myself, although I
knew the end result would be an improved understanding of my own teaching that would
positively affect my students. I felt more at ease with a social-minded outlook when I actually
needed to be self-minded in order to better understand my motivations and my actions as a
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teacher. As Coia and Taylor (2017) have written, post-structural feminist educators engage in
reflective practice on their teaching in order to enact social change. While conducting the study, I
struggled with focusing on my teaching because I focused more on the students. I found that
when I was writing journal entries and talking with Melissa that I had to redirect the focus back
on myself, if only for a time, in order to push myself to critically reflect on my practice. This is
where I needed to remember the ontological in my self-study and the focus on what is real
(Pinnegar & Hamilton, 2009), what is happening to me as the teacher, in order to help the
students. Realizing I should be open with myself and that I should focus on myself helped me to
re-orient myself to a goal of self-study: to uncover my unexamined beliefs, assumptions, and
values about my own teaching (Laboskey, 2004). When I could understand my motivations, then
I could more easily trace the root of my behaviors and actions in relationship with others.
Openness and wholeness: Extending kindness as part of being a whole self.
As I explored a feminist ontological stance toward myself, I was aware that I was
opening myself to more in the classroom. I opened myself to feeling emotions, to engaging with
my personal experience, and to having a more engaged and whole experience as a teacher as I
became aware of my lived experience as a woman. This way of being stood in contrast to a more
rational and objective way of being to which I had become accustomed in higher education,
especially within the music school. For example, in my workplace in a music school, I had often
been ridiculed when I expressed emotion with my male boss, or for presenting gendered
expressions of myself through my dress or make-up in an intellectual and masculine space. I
would also be ridiculed just for being a woman—he once walked into a room where I was sitting
with my female coworkers and exclaimed that he should leave because we were talking about
women things. We were talking about sports. His actions, an “old school” way of behaving in
academia, taught me that I would rather adopt masculine dress and behavior than to be ridiculed
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every day that I went to work. Learning to accept myself for who I am as a woman required
letting my guard down (openness) with myself as a practice of my feminist ontology and
feminist pedagogy. As if I were learning a new habit, I had to practice an acceptance of the
wholeness of myself, good and bad, feminine and masculine, that would permeate my
professional and personal life. I wanted to be the kind of teacher who is, as hooks (1994) has
written, “actively committed to a process of self-actualization that promotes their well-being if
they are to teach in a manner that empowers students” (p. 15).
Practicing kindness to myself as wholeness with myself meant letting my personal into
the professional, including my personality coming through my teaching. I had thought before
that I should be serious, objective, and obviously intellectual in my attire in order to be taken
seriously as a woman in academia. The woman who loves trash TV, romantic comedies,
professional wrestling, and an excellently timed joke, could not be let into my teaching, at the
risk of not being taken seriously. For me, this was an essential part of my feminist pedagogy—
starting with an honest position with myself that brought wholeness into my personal and
professional lives by bringing them together, another tenet of a post-structural feminist living in
the classroom (Coia & Taylor, 2017). This orientation to and consideration of myself, I felt, was
essential to both conducting a self-study that would be feminist in its approach and to exploring a
feminist pedagogy in the classroom. I wrote in my research journal:
Yeah, I was thinking, just knowing myself, when I first started teaching I was in my mid20s, but I still, maybe I just carried myself younger, but I was younger and I was teaching
in a community college and I had students much older than me, so that was like a really
big thing I struggled with. This time around I've felt more comfortable, I think it's
because I'm older now? Maybe I've accepted more things about myself? Accepted the
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fact that I'm silly sometimes so I'm hearing myself making stupid jokes and I'm like OK,
that's what I do, and I'm tripping over crap, and fumbling [laughing], like, OK, but I'm
comfortable with that. (conversation with Melissa, 04/05/18)
The above quote shows a new attitude that I found I had toward myself as I brought my whole
self into teaching. Feminist pedagogues have reported that women are often told to leave out
emotions, their lived experiences, and their bodies from the classroom (Boler, 1999; Grumet,
1988; Lewis, 1993; Thompson, 2017; Weiler, 1988) effectively silencing their selves and their
lived worlds from their identities as teachers and learners. As I reflected on how I was not myself
when I first began teaching, I remembered that the depth of “playing teacher” extended to my
behavior as well as my dress. I changed my appearance when I began teaching at this young age.
I wore a suit blazer to teach my classes (masculine expression) and I also put on make-up
(woman vs. girl expression) so that I would look older. I was distancing myself from my students
and doing what I thought was necessary in order to establish authority and credibility for myself
as a young woman. What I describe in my journal as my way of being in the classroom this time
around was more attuned to who I am outside of the classroom—I am clumsy, I make mistakes, I
am often loud and speak before I think, and I am uninhibited and expressive. I could tell that I
was opening myself as a woman educator in my classroom when I recognized myself in that
space.
Conversely, opening myself to what I felt like was holistic teaching as a feminist also
brought a new criticism of myself that I had not let myself experience before. I began to realize
this when, in a reflection with Melissa about how a class session went, she asked me, “Do you
have really high standards for yourself?” Her straightforward and simple question cut to the heart
of my journal entries throughout the course where I had been criticizing myself rather than
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critiquing myself. It was then that I further interrogated my perfectionist mindset toward being a
teacher. I was not being perfect when I was not mirroring masculine conceptions of
“professor”—the scientific, rational, measurable, and objective behaviors of a perfect professor.
My opinion of teacher self was gendered. “Among our common stock of cultural images there
are many teachers…The cigarette ash tumbling headlong down a worn sportsjacket…I do not
find myself there...” (Pagano, 1990, p. xxi). Jo Anne Pagano’s (1990) reflection on her male
teachers reminded me of the music schools and musicology social circles and conferences where
I had not found myself there. I realized the pictures I had in my head of how I should be did not
align with who I am or could be. Particularly, as a music history teacher, I did not find myself in
the musicology professors I had modeled myself after.
I realized that I had thought I was a bad teacher because I had faced fear and uncertainty
(Berry, 2004) in teaching this course for the first time. I began to pay attention to my journal
entries as I worked through class preparations and class wrap-ups—how was I talking about
myself? At an early point in the class, perhaps too early to take a critical view, I wrote:
Week 3 and I feel like a failure. I’m feeling the weight of all of these interactions, being
responsible for everything. I’m noticing certain students not participating. Certain
students getting together and talking. The phones coming out. The realities of it all. I’ve
done the same thing twice in class, big group discussions. I don’t know how well this is
working now. Or maybe it’s working? I pause a lot. Too much? I don’t want to overanalyze, and by that, I mean, over criticize myself. Maybe some people need to push
themselves to be transparent, but I need to push myself to be kind, especially at this
moment when it feels like I don’t have time to read, am exhausted by work. (research
journal, 04/10/18)
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The above journal entry reflects my desire to do feminism “right” in my class. I, at the time, was
trying to be perfectly feminist in my classroom, at the expense of my own mental health. As I
realized I was pushing myself too hard, I reminded myself to practice self-care. “Do you have
really high standards for yourself?” Melissa’s question has returned to my mind again and again.
In response, I asked myself, “Can you be kind to yourself?” I realized that I was practicing care
and kindness toward the students, and toward others with whom I interacted on a daily basis, but
I was not doing this for myself. While I was teaching, I was treating myself poorly by not
showing the same care and kindness to myself and by holding myself to impossibly high
standards in my daily classroom dealings. In learning that I needed to be open with and kind to
myself, I learned that I was practicing a vulnerability in my professional and personal life as a
feminist teacher that I had not practiced before in my previous teaching.
Theme two: Understanding my vulnerability as foundational to my feminist pedagogy
In addition to practicing openness with myself, I found that I was learning to be
vulnerable as a feminist teacher—and this included with myself and with others. A second theme
that emerged regarding how I saw myself as a feminist educator was that of vulnerability. I had
previously not thought of having vulnerability as a teacher, but, to my surprise, the theme of my
vulnerability as a feminist educator would arise as an undeniable, central theme in my study.
Many feminist educators have written about deconstructing power relationships by practicing a
different power or authority as a feminist teacher (Coia & Taylor, 2006; hooks, 1994; Noddings,
2003; Pagano, 1990; Shrewsbury, 1987) and how this unfolds through relationship with students
(e.g., giving them options for choosing coursework, letting them decide the flow of classroom
discussion). Shrewsbury (1987) has written about power as capability for all involved in the
classroom, as “creative community energy” (p. 8). hooks (1994) has written that “empowerment
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cannot happen if we refuse to be vulnerable while encouraging students to take risks” (p. 21).
While some themes became obvious to me earlier in the research, unearthing this theme required
going through the data several times. Thus, when I write about vulnerability, I will describe, in
the following pages, the many ways in which I found myself practicing vulnerability as a
feminist pedagogy.
Why was it so important to be vulnerable with myself? I was determined to live in the
fullness of who I could be—I had first looked into feminist pedagogy because I felt an
expression of myself as a woman was missing from my identity as an educator. I wanted to live
in the fullness of myself professionally as a woman who longed for an embodied experience
(Thompson, 2017) in the classroom. My way of being, as a woman, was a part of myself that I
treasured, yet felt that I could not express in order to be a “good” teacher in a university. I did not
think that the part of me that I was intimately acquainted with—the woman who likes to laugh,
tell a good story, and have meaningful relationships with people—could be associated with a
good scholar or educator in the hallowed halls of the music school. I needed to be real with
myself, as I was asking the students to be real with me. I was afraid.
Feminist texts and feminist theory, because of their necessary political nature, often speak
of the vulnerable position students are in (Maher, 1985), but rarely address an intentional
vulnerability of the professor. Many women professors face discrimination before they teach
based on their ethnicity, sexuality, or gender (Kishimoto & Mwandi, 2009). Students are
vulnerable participants in the classroom because of the dominant position of the teacher, and
feminist, female teachers, especially women of color, face a particular vulnerability as they are
often seen by students to lack authority compared to a man (Bauer & Rhoades, 1996).
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As I was searching for a text that addressed an intentional vulnerability of the teacher in
order to establish relationship with students, Brené Brown’s (2012) research on vulnerability
came to my attention. Brown (2012) has written about vulnerability and the importance of people
embracing vulnerability in order to live full lives as humans. Vulnerability is found in emotional
exposure, uncertainty, and risk and that vulnerability often feels like fear. Brown has written that
vulnerability is,
the core of all emotions and feelings. To feel is to be vulnerable. To believe vulnerability
is weakness is to believe that feeling is weakness. To foreclose on our emotional life out
of fear that the costs will be too high is to walk away from the very thing that gives
purpose and meaning to living. (p. 33)
This definition of vulnerability brought me to the realization that what I had struggled to name in
my research was vulnerability. In the following paragraphs, I will show how I had resisted being
vulnerable, with myself and with the students. In many ways, fear, uncertainty, risk, and the act
of letting my emotions into my teaching returned as repeated themes throughout this course as I
struggled through my becoming a feminist educator.
The pervading undertone of fear throughout my data caused me to ask myself what I was
afraid of. Why does so much fear exist in the words of someone who was exploring something
new? As I read through the instances of expressions of fear in the data, I realized that I was
afraid because of the position of vulnerability that I had placed myself in for this study. The
following quotes represent the multiple fears that I thought of throughout the study:
Noticing by my awkwardness in being human, in my research conversations and in my
interactions with students. For fear of not doing the right thing, I keep up a wall.
(research journal, 04/20/18)
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Several students mentioned taking WGS (Women and Gender Studies) classes and
wanting to take mine. Making assumptions that mine was like those classes. A fear of
mine. Tried to do enough reading to not embarrass myself on gender/feminist issues.
There’s no gauge for how good or bad that was. And this is a part of all of it. Navigating
what fits in music with all the gender stuff.” (research journal, 03/27/18)
…recounting and remembering the agony, confusion, exhaustion, and tears that I have
carried through these past few weeks as I've fearfully taken actions that I believed to be
trusting, respecting, and humanizing toward students. (research journal, 04/28/18).
I was afraid of not researching the correct way, so I kept my emotions and myself from the
students. I was afraid that my course was not feminist enough, in comparison to the other gender
studies courses in the university. I was afraid to be vulnerable while I embarked on a journey for
liberatory education.
It was through my own vulnerability with myself that I faced the truth of the difficulties
in teaching this course and my own ontological truth and my own becoming as a feminist
educator. Being vulnerable forced me to be honest with myself and to gradually check myself
when talking with Melissa to make sure that I was being honest about my circumstances with her
as she helped me to reframe my experiences (Loughran, 2004). Embracing the parts that lead to
vulnerability—risk, emotional exposure, uncertainty—led to my releasing my claim to the power
of being right, correct, and feeling in charge at every moment as the teacher. In turn, I was able
to assess the ontological in my classroom more accurately and to allow myself to become
(Braidotti, 1994) through the process of teaching as a feminist for the first time.
How I practiced vulnerability through living in uncertainty, risk, and emotion.
Uncertainty proceeded and preceded my actions as I embraced vulnerability in releasing
my own power and control throughout the course. The excitement at the beginning of the course
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distracted me from my insecurities about my teaching. As the course progressed, and I was not
receiving the amount of feedback that I had anticipated I would receive through the anonymous
surveys and questions asked during class sessions, I began to wonder if enacting feminist theory
in my classroom was “working”. Was I truly breaking down the power structure between myself
and students? Did they feel they had a voice in our community? Although I told myself I would
resist success narratives about learning and education embedded in the learning sciences
(Taubman, 2009), I still wanted to see positive results and confirmations that students were
learning –and that I was teaching effectively—within this new framework I had embraced. In
week five of the study, the uncertainty of the outcomes of my feminist pedagogy wore on me. I
wrote about how I wished for my old way of teaching music:
I’m longing for the comfortable and familiar…where I teach only what I feel I possess
expert knowledge about, where I know all the answers, and all the musical analyses
points, where I teach a master narrative of genius, one style easily leading to the next,
where the tests are multiple choices, check- check- check-, you either get an A or you
don’t and the numbers tell us –all of that sounds really nice. I’m caught in an evertightening grip of uncertainty, and I want to return to what works. I want a formula. I’m
not sure this will work. I’m improvising in a key I’ve never played in before. I’ll hit a lot
of wrong notes, surely. (research journal, 04/22/18)
I knew, as I wrote this entry, that I could not return to “what works”, as traditional pedagogy had
excluded me and many others from representation in the classroom. I wrote about hitting wrong
notes in the process as a way of familiarizing myself with the discomfort that came with
uncertainty. Coia and Taylor (2013) wrote, “The uncertainty we welcome into our classrooms as
a result of our feminist beliefs opens up space for others to be heard” (p. 6). The point of

127
vulnerability as a feminist, for me, was to be truthful in who I am so that I could give the
students a place to be heard and accepted in our classroom.
Embracing risk.
I knew that I was being vulnerable with myself, according to Brown’s (2012) description
of vulnerability, when I willingly placed myself in positions of taking risk and uncertainty in
exploring a new pedagogy for myself. My desire to implement what seemed like risk-taking
elements into the course, particularly for the students to learn the course material through their
own experiences, often publicly and with each other, began with me taking the risk
to enact newly formed lesson plans and activities each week. Much of my risk-taking involved
giving over power (“sharing power,” as Melissa would often say in our conversations) to the
students. This meant that I had less control over the class. I wrestled with the concepts of
freedom and control the most in the classroom, and, for me, the risk I faced was in losing my
authority and losing my control over the classroom. Shrewsbury’s (1987) “power as capability”
seemed like an ideal that I wanted to attain, but, in reality, I was afraid to implement in my
classroom.
I did not fully understand at the beginning of my research that one risk I would face in
this new feminist adventure would be adjusting practicing a pedagogy that has an inherently
radical nature (Luke & Gore, 1992). I had always thought of myself as a courageous person, but I
also contained a myriad number of fears while living out feminist theory in the classroom. I had
read the literature on feminist pedagogy and I understood the challenges involved in attempting
to de-construct power structures in the classroom (Bondy, et. al., 2015; Crabtree & Sapp, 2003).
However, making what I felt were choices rooted in an intention to liberate both myself and the
students (such as letting go of aspects of the course I had controlled before—curriculum and
behavior) proved to be difficult in practice. “Liberation is thus a childbirth, and a painful one,”
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Freire wrote (2000, p. 49). I was reminded of this quote at a conference I attended during the
term that I taught the course. I needed this reminder at this exact time. Adapting to and merging
my pedagogy with feminist principles progressed as a painful process for me. I was undergoing
the birth of a remixed identity and I was experiencing the discomfort and emotion of this
journey.
Emotions and vulnerability.
Vulnerability with myself meant allowing myself to entertain emotions about my
teaching. This sort of “emotional exposure,” a key to vulnerability (Brown, 2012), allowed me to
question more deeply my expectations and interactions throughout the course. This further
allowed me to learn to open myself to understanding the data. After the first class session, I
arrived at home, shut the door, and began to cry. I was relieved and I was happy. The tears, at
this point, came because the course that I had dreamed about for over a year had finally become
a reality. As the weeks passed, however, I faced disappointment as my expectations of how the
class should work were met by the reality of the class—the tensions in relationships, the tired
students, and the tired teacher. In previous years I had ignored emotions about my teaching
because I wanted to be seen as a competent and un-emotional woman who could handle my
classroom. In my quest to be vulnerable, though, I made a choice to embrace my emotions in
order to live in vulnerability with myself and my students. I wrote in my journal:
My main thought leaving class tonight was the fact that if you’re going to let emotions
in, then you’re opening yourself to happiness and sadness. If you’re going to live in a
whole way, then you’re opening yourself to the whole of experiences. There’s a strange
peace that came over me as I typed that. Like I know I’ll have ups and downs and I’ll do
things wrong. (research journal, 04/10/18)
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Before I had taught a class with a feminist framework, I had held my emotions about my
teaching at arm’s length because I thought that I needed to be objective about my teaching in
order to do it well. In the above excerpt, I was beginning to understand that I would face
moments of happiness when reflecting on my teaching and I would be disappointed with my
teaching. I was accepting vulnerability as a personal and professional choice that promoted
wholeness as a part of my feminist pedagogy (Shrewsbury, 1981).
The first two themes of openness with myself and vulnerability as a feminist teacher
were essential in beginning to understand myself as a feminist educator. Additionally, these
themes marked important first steps that I needed to take in order to de-centralize the idea that I
had in my head from years of traditional teaching of the teacher needing to hold the power in the
classroom. However, my own vulnerability with myself could not offer the entire picture of my
feminist pedagogy. The realization of my openness and vulnerability as important elements of
my feminist teaching occurred throughout the course and simultaneously during my relationshipbuilding with students. My relationship with students, my vulnerability with them, the results of
that relationship, and the “web of interrelationships” (Shrewsbury, 1981) in the classroom,
offered a clearer picture of my feminist pedagogy enacted.
Being in Relationship as Feminist Pedagogy
In addition to learning feminist pedagogy through a better relationship with myself, I
found feminist pedagogy to thrive in the relational moments that I experienced with my students
throughout the course. The same vulnerability and openness that I was practicing in my own life
would need to be shared with students and would be critical in establishing relationship with my
students. As feminist pedagogy “renegotiates and re-forms the relationship between teacher and
student” (Bondy et al., 2015, p. 4), major themes developed from the relationship between my
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students and me. The three major themes that developed through my relationship with my
students were having a space, being a community, and learning through our experiences and
emotions. Additionally, I would emphasize relationship-building and interrogation of power
through elements of dialogue, space, embodiment, control and freedom which were subthemes
that repeated throughout the data. All of these elements in the course existed as my own
resistance to wielding power in my role as the dominant force in the classroom and as a coconstructed (as much as it could be without me asking their input on how the class should be)
way of being in the classroom for everyone, what Seth Kriesberg (1992) has termed a “power
with” relationship.
Theme one: Having a space to be ourselves together in the classroom
“Classical music is misogynistic!”
“In music school we look at a piece of paper, say what chords are on it, but we are never
asked how we feel about it.”
“Classical music is about science and math…” (research journal, 03/27/18)
A fountain of emotions had been unleashed in the classroom. We had just begun our first class
session and when speaking about my reason why I wanted to teach this course with a feminist
lens, especially using a feminist music theory to analyze classical music, the students responded
with the above sentiments. As I did not record the first class session, I jotted down their
responses on my ride home on the train that night. I contemplated for the rest of the quarter the
force of their words as they rushed to say them and the shift in the atmosphere of the classroom
after the words had been said. It was as if the students had finally been given the space to talk
about their experiences in music.
Like many feminist pedagogues, I wished to provide a space for students to ask questions
and to bring their own knowledge and experience into the classroom (Shrewsbury, 1987; Weiler,
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1988). I especially wanted for my women students to be in an academic space however they
wanted to be, free from patriarchal-centered expectations of intellectualism, individualism, and
competition. My intention, before the course even began, was to provide this space for my
students. I was influenced by Ahmed’s (2017) writing on “feminist dwellings”:
If we become feminists because of the inequality and injustice in the world, because of
what the world is not, then what kind of world are we building? To build feminist
dwellings, we need to dismantle what has already been assembled; we need to ask what it
is we are against, what it is we are for… (p. 2).
As I prepared for the course, I had wondered how a classroom could possibly be a “feminist
dwelling”, a space where we could build ideas and relationships that represented what we were
for, what we believed in, as feminists. Virginia Woolf’s (1991) work about having a room of
one’s had also influenced my thinking about feminist spaces. After our first class meeting
together, I wrote:
What is it that happens when it’s just women in the room? It’s like we’ve all let down the
walls, and now we can really say what is happening. If we’re equal with men, if we’ve
come so far, then why do we still need a room to breathe in, a room of our own? … I
want to do this the rest of my life, talk with women/men about these things. Have a
space, create a space where we can rest. (research journal, 03/27/18, emphasis in
original)
I made this observation about having a room of our own as a response to the first night’s
conversation with the students. I noticed that the students were talking and sharing their thoughts
in a way that was uninhibited and free (“Classical music is misogynistic!”). Though I had not
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envisioned how exactly the “space” would look in practice, I imagined we had, in some way,
already undertaken some world-building for our own “feminist dwelling” (Ahmed, 2017).
Feminist in a masculine space: “It’s like the F-word in the music school.”
This idea of space had constantly occupied my thoughts, day in and day out, especially as
a member of a conservative, classical music community. In this community, feminist topics still
have a “clear political dimension” (Cook, 1989, p. 97) that music teachers reject because they
believe they are teaching objective music autonomous from human experience and that they are
“only” teaching music. (Once in a faculty and staff meeting about diversity at my work, a faculty
member said, “But I teach ______(instrument), what does that have to do with diversity?”). I was
aware of the politics of bringing a feminist topic into a music school and that in this even more
localized space of the music school that these radical, woman-centered ideals would push at the
boundaries of acceptable pedagogy. “It’s like the F-word in the music school,” I had told Melissa
as I prepared to teach. In addition to the metaphorical space we would be occupying within the
school, we would also be occupying a building wherein feminist ideas would not be as accepted
as others. I mentioned to Melissa the significance of the building as a space wherein we were
trying to build a feminist dwelling:
Sarah: I've referenced the physical building a number of times, saying that "in this space,
we don't do this," you know. And even when I was talking with the music students after
everyone left, we had the door open and we were talking in hushed tones because...and I
would never tell my boss what we're really talking about in class. I would not. So, it's
just...
Melissa: That's a sign right there.
Sarah: It's the way it is. (conversation with Melissa, 04/05/18)
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The students and I were aware, like feminist classrooms before us, that the space we were
occupying in the university classroom was historically a masculine space (Pagano, 1990; Weiler,
1988). As daily participants in the patriarchy-centered music culture, the music students and I
were hyper-aware of our subversive ideas and behaviors in our classroom.
As I crafted my research proposal and read literature on feminism in music, I continued
to return to the idea of space in music schools as masculine-centered. These musical spaces, like
the music within them, are not understood as masculine, but as devoid of extra-musical meaning,
thus implicitly maintaining classical music traditions of masculine-dominant thought and
behavior that subtly exclude alternate ways of being. Perhaps the young women who had
operated in the same music school as myself would need a space in the same way that I needed
it—the way we had all needed a space after the November 2016 election that had prompted my
initial acceptance of my feminist life. I was acutely aware of the amount and type of control my
music students would come into the classroom having experienced. They had received the same
education I had on how to engage with music and how to behave in educational music spaces.
The “master-apprentice” approach, long the primary educational tool of music schools (Allsup,
2011), was imprinted in my psyche from my experience in all the educational spaces within the
music school—lessons, ensembles, classrooms; the music students would come into my
classroom having experienced this as well. My music education was meticulously controlled to
mold me into the perfect concert pianist, a career path that I had never expressed an interest in
pursuing. Thus, I had a strong aversion to the idea of controlling the young women (and man) in
my classroom, to controlling the musicians in my classroom, and to controlling the classroom
experience to an unnecessarily minute level, for the sake of an ordered, good learning
environment—or whatever false securities a quiet, obedient-presenting classroom could give me.
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Controlling the space.
A large part of being in a space together as part of feminist pedagogy had to do with how
much control or freedom I enacted as the teacher. I wrote in my journal:
I can have control of the course direction and where I'd like to take things, but I want the
classroom, our classroom, to be a free space. Where women, and men, can be themselves
without a rulebook being used against them at all times. (research journal, 04/15/18)
One of my primary concerns was to not unnecessarily control the students, least of all the women
students enrolled in the course. What I wanted to avoid in the classroom was the unnecessary
policing of behavior or of content in such a way that these women’s voices were silenced. “What
should I do with the dominance bestowed on me as the teacher?” I asked myself, even before the
course began. The questions I had struggled with before the course, and had continued to
struggle with during the course, were about this negotiation between control and freedom. How
much control would I choose to exercise as teacher? Could there be other ways of being in
charge in an academic space? Would I need to assert my authority? I viewed controlling
behavior and attempting to control answers from the students as controlling their being in the
classroom and as enacting a dominant power relationship with them, a “power over” relationship
(Kreisberg, 1992). I had sat in classrooms where my male counterparts had enjoyed a
social freedom that they carried into the classroom that caused them to speak loudly, directly,
and any other assertive way that would be seen as appropriate behavior in the classroom. I, on
the other hand, had felt the pressure of social conventions for women’s ways of being in the
classroom of acting polite, “right”, and non-abrasive. Because my experience had not been one
of explicit control, I was sensitive to the ways in which the students in our classroom would feel
this implicit control. In order to do my part in creating a classroom of freedom, I attempted to not
finely curate every moment of class discussions so that only what I wanted to be said was being
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said. I was conscious to avoid the “what’s in my pocket” 11 sort of questioning wherein the
teacher asks questions that lead to the answer the teacher wants to hear. In class discussions, I
tried to avoid shutting down students when they did not answer the way that I wanted and tried to
avoid controlling their behavior (unnecessarily) during class discussions. Not controlling
behavior meant not controlling emotional reactions or berating students’ emotional reactions that
would often arise in class when discussing sensitive topics that students had experienced. My
choice to do this led to a more dynamic classroom environment full of chatter and
exclamations, one that was often abuzz with students verbally working out their ideas with each
other.
This inclination I had from the beginning of the course to consciously avoid controlling
students originated from a lifetime of having been personally controlled because of how I
resisted expectations of my gendered behavior in a conservative, Christian household. I had
further experienced, like many young women, the implicit, invisible control women feel while in
formal education settings. Sit up straight. Always look at the teacher in his eyes and pay
attention. Always take notes. Do not speak out of turn. Do not speak too passionately. Up until
the point that I began taking courses in my doctoral program, I had felt little sense of personal
and professional freedom as a woman. I began to view higher education and university
classrooms as unique spaces in which ideas could be explored and I could learn with freedom to
creatively express myself in the classroom. I had also taken doctoral courses wherein professors
had practiced critical pedagogies; thus, I wanted to give my students a similar experience in my

I attribute this phrase to my husband (a fellow music teacher), with whom I constantly converse about our
pedagogies. He has told me many times that he would rather not teach in such a way that students feel they need to
guess what he expects from them—the “what’s in my pocket” game.

11
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own classroom: I wanted to allow freedom in such a way that they would understand how they
may be in this space.
Embodiment in the space.
I found that I talked a lot about embodiment with the students, often in relation to space
in our classroom. I was inviting the students to experience embodiment in education (Thompson,
2017) as I and we welcomed each other into the space by inviting our bodied experiences and
emotions into our classroom. I saw embodiment in the classroom as first originating from our
story-sharing with each other in the classroom. From there, embodiment meant being allowed to
be your whole self in a space and to be accepted in that spaces as you told stories about your
lived experienced. I read the following quote from Becky Thompson (2017) to the students in
our fourth class session in order to show them how I invited them to be themselves in this space
and what that could mean in terms of embodiment:
Are you in your body? If not, when did you leave your body? What made you know to
leave your body? Are you in your body at work? At home? . . . What, specifically, about
your profession led you to vacate your body? (p. 38)
Thompson’s quote pushed me to think of the ways in which I had disengaged myself-as-awoman from my teaching and encouraged me to bring those parts of myself back into the
classroom. I invited my students to experience this sort of feminist being in the classroom with
me. This particular way of being in the classroom was important to me as a music scholar and
educator who had previously left myself out of professional spaces in musicology, and by
proximity, my own music history classroom. I had written in my research journal previously
about my female body not being welcomed in male spaces.
I feel some shame that I have never wanted my body, not for its shape, but because it is
female. Because my body was not welcomed in the real (male) conversations or on the
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boys’ soccer team. My body was not welcomed in musicology. . . I didn’t want a male
body. I wanted my body to be something that was allowed in public and respected and
listened to and validated. (research journal, 04/14/18)
I did not want to assume that other female students in the course would have my own experience
or would need the reassurance of having a space for them, but I wanted to offer the space
nonetheless.
In the fourth week of class, I opened our discussions talking about how I felt we were
including embodiment as a feminist ideal in our classroom.
And, so . . . I was thinking about music, the times I felt disengaged from my body in
music spaces, um, and it's very important to me that all of us, no matter where we're from
(what we're studying) to have this moment of being in our bodies, and being able to talk
about our experience, in this space. Because there are spaces where often we are not
welcomed . . . So. . .I think it's very important to talk about this, and to think about the
times we're not in our bodies, which may be the moment when you're
wearing something and someone says that is not appropriate, and you're just like, woh,
wow. This kind of like disengagement from yourself thinking, “Well, what is
appropriate?”, then you start thinking about all this stuff. (class transcript, 04/17/18)
My comments to the students in this class session provided an invitation to bringing in their
experiences, their selves, and their bodies, with emotions, into the course. The students would
later share a story, perhaps as a response to my comments about not being welcomed in spaces
because of our bodies, about an experience of sexism in a masterclass (I include this story later
as an example for my third theme).
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Having a space to speak our truths and to be ourselves in the classroom, despite the risk I
felt of creating a distinctly feminist space within the music school, proved to be an essential
element in my feminist pedagogy. I perceived that I was enacting feminist pedagogy as I
navigated what it meant to create moments of freedom, free from controlling behavior, in the
classroom. I found that creating, maintaining, and negotiating what having a space meant helped
to establish community between the students and myself in the classroom.
Theme two: Being a community as feminist pedagogy
The second theme that I found on being in relationship was that of community as
foundational to feminist pedagogy. I analyzed the data and found repeated terms appearing,
“collaboration, dialogue, freedom, control”—all of these I grouped together as belonging to and
building community in the classroom. As a part of feminist pedagogy, I wanted a deeper sense of
community than I had experienced in previous courses I had taught. Shrewsbury (1987) has said
that community is one of the three elements, with empowerment and leadership, comprising a
feminist classroom. Having this community would indicate to me if the power hierarchy between
myself and my students had been challenged or disrupted, as community empowers students to
act in the classroom toward growth in their education (Shrewsbury, 1987). When I began the
second class session, I took what I thought were necessary steps in order to establish this
community from the beginning. I told the students that I was intentionally teaching the course as
a feminist, which would mean that as a teacher I would be using more collaborative techniques.
Specifically, I would be asking them to bring their experiences into our class discussions in order
to create community in our classroom:
I'm specifically teaching this class for the first time, in my kind of history as a teacher, as
a feminist, so there's a lot of stuff, a lot of techniques that I'm trying to use like,
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collaboration, kind of creating more of a sense of community, I feel very bad standing up
like this [standing in front of the students as they sat], talking to you, because this doesn't
create a sense of all-of-us-together, um, but it's kind of necessary in order to write on the
board, so these are some of the techniques and concepts that I'm going to be working with
through all of this. (class transcript, 04/03/18)
In this example, in addition to framing the class as a community of learners, I drew attention to
my physical position in the classroom in order to demystify my position in the classroom (Bright,
1987) and as an example of the position I wanted to take as a teacher—not that of someone with
“power over” (Kreisberg, 1992). I would often reference myself to the students, the expectations
I had for myself and what students should expect of me as the person in a position of power, in
order to deconstruct the power structure between myself and my students.
Collaboration as community-building.
I noticed that a large part of building community was the ability of myself and students to
engage in collaboration and dialogue about all aspects of the course. This practice, of inviting
students into an equally important place of being in the classroom, denied the masculine tradition
of students relying on the teacher to dictate ways of being in the classroom. My first
conversations with Melissa were foundational to the emphasis I would place on collaboration.
When talking about what I thought feminist pedagogy would look like for me, Melissa shared
her perspective on feminist pedagogy:
the way I think of feminist pedagogy...it is doing this journey together. While you are
learning, I'm also learning. I'm learning different things because my positionality is
different in this classroom, I am a teacher of this classroom. So, what you're going to be
teaching me, is in part, going to be a little different than what I'm going to be teaching
you. But, I want this type of collaborative relationship, because I don't want to just talk
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about feminist pedagogy, I want to enact feminist pedagogy, and in order to do that, we
have to do that together (conversation with Melissa, 02/19/18)
Melissa’s emphasis on feminist pedagogy not happening without the involvement of my students
influenced how I would think of the relationship with my students as we tried to build
community.
Collaboration in the course came from simply my asking students their opinions on the
subject matters we were addressing in class. I did this from the beginning of the course. In the
first class, I gave an exercise in which I introduced musical terms then listened to a song I had
picked out in order to have students find those musical moments in the music. After we had
completed that project, I asked the students to suggest a song of their own to analyze. A student
suggested a Lana del Rey song, the content of which I was sure, from my knowledge of the pop
artist, would be sexy and have language in it. Additionally, I wasn’t sure if the song would relate
to what we had been discussing in class. However, as I negotiated “the subtleties of trusting
someone for the first time” (Coia & Taylor, 2014, p. 167), I was showing, through my actions,
my commitment to building relationship with the students through collaboration.
The students would also communicate to me how they saw community being built in our
classroom. When asked which parts of the course they enjoyed and how they saw feminist
pedagogy enacted, the students wrote:
“I loved hearing everyone’s thougts [sic] and ideas. It was nice to build a community
among ourselves.”
“The community that this class provided was very welcoming.”
“Lots of dialogue between students and professor, students [sic] ideas were respected and
important.”
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“Together we built a safe community in our classroom.” (anonymous surveys)
The students also described a community that was being built together through collaboration, a
community where everyone felt welcomed to share their thoughts with each other. A music
student, Janelle, who would later correspond with me about the course, would elaborate on how
she felt community was built throughout our course:
What was interesting and very significant for me was that if felt like there was an equal
number of moments where someone shared an idea, experience, or interpretation that the
rest of the class agreed with ("me too!") and an equal number of moments that challenged
our own assumptions and inspired us to think past our own lived experiences ("I'd never
thought of it like that.") Our community got to a place where we felt comfortable
listening to other viewpoints and considering them together as a class and individually on
our own. (personal communication, 01/01/19)
Janelle had at one time expressed to me her distrust of having non-music majors in the course,
but in this statement, acknowledged the value of community and learning from others as a way
of being in our classroom.
Although collaboration amongst everyone—teacher/student, student/student—was
essential to building community in our classroom, I recognized the role I played as lead person
who modeled collaboration to my students. I made a conscious effort to treat students with
respect with whatever they could offer to our discussions, knowing that a divide may exist
between the music majors and the students majoring in other schools, due to the fact that the
music majors would have a more advanced formal knowledge of music than others. I found, by
the end of the course, that more non-music-major students than I had anticipated were wellversed in using musical terms and had participated in musical groups throughout their primary
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and secondary educations. In my journal, I wrote that we had built community by the way we
would “learn from each other, not make fun of each other for not knowing words” (05/16/18,
research journal). In their evaluations, students mentioned they thought an important part of
feminist pedagogy was how the in-class discussions were moderated in an open and inclusive
manner. Regarding my role in this, the students commented:
“She was very good at listening to anything a student had to say…”
“…If you aren’t confident enough to speak up she’s very good at making sure you feel as
though your answer matters…” (anonymous surveys)
Overall, the students’ comments in their anonymous surveys and the teaching evaluations
indicated a sense of the whole class working together as a unit, rather than each student
competing for their individual needs and gains from the course. I found that our collaboration
and working together as a community acted as a refusal to participate in masculine ways of being
of competition and individualism in the classroom.
Establishing trust as community-building.
Another way in which I led the classroom in building community was by modeling my
own vulnerability in the classroom. The vulnerability I wrote about in the previous section of this
chapter extended to my relationship with the students and set the foundation for my feminist
pedagogy. This vulnerability also played an essential role in building our community by
establishing trust with the students. In one class session, I shared with the students about my
experience as a white woman of learning that most mainstream stores do not carry beauty
products for women of color:
Thinking of trust. I shared a story about the Evergreen Park Wal-Mart and being in a hair
section that didn't have my hair products. . . I was honest about my privilege and the
moments I have had to learn about how products and systems are made for me. I trusted
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them to say that, to them, and we, I think, have built a community where we can learn
from each other. And not make fun of people when they don't know the right words. I
think it helps that I verbally state "who we are" and "what we do" when we are together.
HUMILITY. VULNERABILITY. HONESTY. And what comes from that when I
practice these things, when students practice these, when we're doing this together, once a
week, behind a closed door. (research journal, 05/16/18, emphasis in original)
By sharing stories about what I had learned about my privilege as a white woman, I was putting
myself in a position of vulnerability with the students. I modeled for the students a position of
learning. My vulnerability with them signaled my sincerity to put my beliefs into action and
served as a model to a way of being with them that established trust, which in turn built
community. I shared my thoughts on vulnerability later with Janelle, when we were talking about
writing, by sharing a paper I had written for a Bergamo Conference. 12 After reading, Janelle
commented:
On vulnerability, I feel that by breaking down the power structure and welcoming our
individual voices in to the classroom gave us the opportunity to build an authentic
community amongst ourselves. It created a comfortable academic setting that didn't feel
clinical. (personal communication, 01/01/19)
Janelle’s comments show that my vulnerability with the students caused them to open up within
the classroom and thus promoted an “authentic” community, one that was not forced.
A pivotal moment in the classroom, when I knew that trust was being built in our
community, happened after a moment of vulnerability that two students of color shared with me.
In the eighth class session, we watched Solange’s “Don’t Touch My Hair” music video, and I

12

This paper can be found on this webpage: https://swellsk.weebly.com/essays--papers/dialoguing-with-herself.
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wondered out loud with students about the significance of African-American women rubbing
fruit in their hair. Lacey, a young African-American woman, who often sat silent in class, shyly
told me that this was a practice among African-American women. “Oh, ok, wow! I did not know
that!” I exclaimed, a little embarrassed. Because of Solange’s music video, our conversation
turned to white women not understanding the history of black women’s hair and how Solange’s
song is perhaps not made for white people to understand:
Sarah: Yeah… I think there's things that are just not meant for white people. Um, and I
was in a class once, that was not meant for white people and my professor said I am
operating from an African philosophy. This is how my class is. I was just like wow ok.
Wow. Never been in a class like this before. So yeah. And… I don't think, as part of the
dominant group, we think about stuff that's like not for us... like everything's for us.
Mary: And like, when you went to the black part of town, you saw those
different beauty products, and for a black woman, we can't just always go down to the
nearest store and get products that- you have to go out of your way to get those
sometimes. It's obviously something that if you're not experiencing it, you're not going to
think about it.
Lacey: Yeah, I have to get all of my hair products online.
(class transcript, 05/15/18)
After the class, I remembered thinking about the student’s comment (“And, like, when you went
to the black part of town…) for many days after the class session. Before her comment, I had not
remembered or thought much about sharing the story about my experience with black beauty
products with the class. Because these two young women shared their lived experiences, the
whole class, especially the non-African-American students, learned through their lived
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experiences. I felt that Lacey and Mary had been brave to speak about their experiences. Their
dialogue with me had a vulnerable and tender quality in it unlike what I had experienced in
teaching before. Trust had been built between us, because I had opened up to them about my
privilege as a white woman and they felt safe to share their experiences in class.
Honoring the specific members of this community.
One question I asked that would be paramount to the course and my pedagogy was,
“How do we allow difference together?” One major disparity between groups existed during the
course in the experiences from the music majors and the non-music majors. “I’ll be honest,” a
music student told me after the course had ended, “I judged unfairly. When I came into the
classroom and saw the non-music majors…,” she continued to tell me of her expectation to not
learn from her colleagues majoring in other colleges (personal communication). Her comment to
me confirmed my suspicion that the tension I felt between the two groups was a real
phenomenon. This tension had been apparent from the first course that these two groups of
students would approach music through staggeringly different experiences. Community felt, at
every turn, to be a fragile construct in our group—not for any reason other than that we were
twenty-two individuals making meaning in a room together from their own experiences. I
became more and more aware of the fact that we all attend class with histories of practice, i.e.,
with an idea of how class should work. We enter the room with our own personal histories, our
own relational conflicts and memories, and with disappointments and joys all together within
ourselves. We only met once a week, so the opportunity for continual team-building was not an
option (one student requested more team building exercises when I teach the course again).
Additionally, the music majors were accustomed to taking music courses with other majors, and
not music courses fashioned for a general audience, as my class was. In my journal writing, I
stated:
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I don't want to make distinctions between music and non-music students while teaching.
Particularly don't want to use "non-music" when talking about the non-music majors.
"Students in other colleges in the university" In the same vein, I don’t want our
conversations with music students in the class (currently half of the enrollment, 5 music,
5 other colleges) to overtake the class. I don't want other-college students to feel
alienated. I want to have the mindset of making our conversations universal in the sense
that we take broad questions from our conversations and think about how that applies to
our experiences in every setting in life, say, if we start talking about representation of
women. (research journal, 02/10/18)
This was feminist pedagogy to me—to explicitly make statements for collaboration, rather than
competition in the classroom. In order to bring these two groups into community, in the first
session, I made several statements that were meant to level the hierarchy in music experiences
brought to the classroom by each student. When introducing a segment of analysis on a selection
from Clara Schuman’s Three Romances for Violin and Piano, op. 22, I added, “being aware that
we’re all at different levels of understanding music in the class” (class transcript, 04/03/18).
When I mentioned their posts on the discussion board before class, I said
…thinking about some of the stuff I read in the discussion board from some of
our practicing musicians, I think we have a lot of musicians, but we have some who
are practicing right now. (class transcript, 04/03/18)
In the above examples, I took a central role in establishing the classroom way of being together.
hooks (2003) has written that some educators may think “that community is not possible when
there is difference (p. 135), but feminist pedagogy, as a radical pedagogy, acknowledges and
values the contributions of everyone present in the room (hooks, 1994), and community can be
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made when those in the classroom work with difference in constructive ways (hooks, 2003). In
my class, I illuminated areas of similarity, rather than difference, in an effort to do what I thought
would bring the class to a more level ground together. In retrospect, I could have also, in addition
to highlighting similarities between students, illuminated difference as a positive feature of our
classroom.
Theme three: Experience and emotions as ways of being in feminist pedagogy
Experience-sharing and allowing emotion in the classroom became an important theme in
my research, intertwined with having a feminist space and building a feminist community. These
two concepts together were particularly important to my feminist pedagogy as they became new
ways of being in the classroom that aligned with living a feminist life. Ahmed (2017) wrote that
feminism is “…that which infects a body with a desire to speak in ways other than how you have
been commanded to speak” (p. 191). In our feminist classroom, we desired to speak and to be
other than how we had been told to speak and be before in this space. As the university
classroom typically privileges intellectual and objective thought and action, allowing our
experiences and emotion to come into our classroom conversations opened possibilities in our
learning the course material and our growth as human beings.
What did it mean for us to allow our experiences in the classroom as a way of being with
each other? What did it mean to have emotion with each other and how did we deal with our
emotion with each other? Many feminist pedagogues have written about bringing experience into
the classroom as a feminist act of revealing sites of oppression based on gender in order to learn
from them and move toward social action for change (Fisher, 1981, 1987; Bondy et al., 2015).
Additionally, when experiences are allowed in the classroom, often emotions follow or precede
those moments of sharing of experiences (Boler, 1999). Seth Kreisberg (1992) wrote about the
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“rehumanization of the pedagogical relationship” that takes place when respect, honesty, and
vulnerability are in the classroom. As I was searching for an alternative pedagogy that
acknowledged my experiences as a woman—the way that I am and move through the world—I
began to understand feminist pedagogy as speaking my experiences and having those
experiences validated through other women speaking their experiences in the classroom.
Through that speaking, with each other, we could practice a feminist ontology with emancipatory
possibilities (Kenway & Modra, 1992) that would grow our understanding of women in music
and our understanding of ourselves, perhaps toward reclaiming some parts of ourselves lost to
gendered discriminations. We were reading about women facing discrimination in the music
industry and we were talking about ourselves facing discrimination in our music experiences.
Additionally, I was guiding the class to think of a feminist ontology of always being aware of
ourselves and each other (Stanley & Wise, 2002).
As I was teaching the students to learn from their experiences in addition to the course
materials regarding the role of women in music, I could not help but share my own stories about
my experiences in music. Many of the moments I shared were accompanied by the emotions that
those experiences caused in me—sadness, anger, bitterness. I made this choice in my relationship
with the students as an act of vulnerability with them. I wanted to also offer veracity to the
reality of the texts, as a woman in music, and to also verify the experiences of the students in the
classroom as an act of solidarity. In the second week of the course, we discussed composer Clara
Schumann’s personal diary entries wherein she wrote that she did not think she could compose
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because she was a woman, and “not one has been able to do it”. 13 I told the students, after
reading the text:
It's just kind of haunting how much I see myself in this text. And I think about...I can, in
an instant, think at certain points in my life when I gave up on something that I wanted to
do, like play piano. And the reasons I did, I'm beginning to see, were very much tied to
the things we're talking about in this class. (class transcript, 04/03/18)
After I told the students this intimate detail of my life, I felt an uncommon hush in the room, as I
could feel their eyes directed at me with sympathy. In the rest of the class session (referenced
also in the previous chapter), the students shared their experiences about being the “token girl” in
their school music ensembles. Their experience-sharing act was a sort of consciousness-raising
where we built courage together. For the students, and myself, this was the first place we had
been able to share so openly our experiences as women in music. In many ways, we were
coming to notice, and to collectively name, what had happened to us while engaged with musical
places and spaces, and “having names for problems can make a difference” (Ahmed, 2017, p.
32).
Even as I showed my emotions to the students, I also allowed their emotions to exist in
the classroom without shame or guilt, as is customary in feminist-centered classrooms (Fisher,
1981). I referenced emotion in the previous chapter, as an acceptable form of knowledge, but it
was also important for me to recognize emotions and feelings as acceptable ways of being in the
classroom. If I had prohibited or ridiculed instances when students showed emotion in the
classroom, then I could have impeded the students’ abilities to be and to fully become while

The excerpt I read in class is as follows: “I once thought that I possessed creative talent, but I have given up this
idea; a woman must not desire to compose—not one has been able to do it, and why should I expect to? It would be
arrogance, though indeed, my father led me into it in earlier days.” (Neul-Bates, 1996, p. 154).

13
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reading texts about oppression of women and sexism. hooks (2003) has written: “Often teachers
want to ignore emotional feeling in the classroom because they fear the conflict that may arise”
(p. 134). I was wary of emotions coming to the surface in our classroom discussions together
because I did not want a volatile situation to arise amongst students.
A pivotal moment occurred in the fourth week of the class wherein experiences and
emotion collided in a heavy way. Our class witnessed what Ahmed (2017) has called “the
moment a woman snaps” (p. 3). In this case, there was not one snap, but a collective snap
amongst the students. As I had feared, emotions arose, and a tense discussion followed. We read
an article by a classical music composer, Sarah Kirkland Snider, 14 about her experiences trying
to have a career and the various obstacles that she had faced in doing this, including missed
opportunities for one-on-one mentoring due to her gender. I had encouraged my students to
engage with the reading through their experience, and, as a model, I shared my own reading of
the article:
. . . someone mentioned reading this and seeing instances of your life, and I went through
the article and wrote, “This date, this happened to me—this date, this happened to me.”
You know. . . at one point, I was in the office with my colleague, a scholar, and
they said, “Do you want to get drinks?” and I said, “Yes, I’d love to talk about ideas.”
And the guy couldn’t go, and the drinks were off the table. I was just like [throws hands
up] “Wow, OK, I get it. OK, I get it.” (class transcript, 04/17/18)
In the above example, I shared my own frustration with not having the opportunity for
mentorship because of my gender. I did not have an answer to share with the students, even
though I wanted to offer one, as the leader in our classroom.
Sarah Kirkland Snider’s “Candy Floss and Merry-Go-Rounds: Female Composers, Gendered Language, and
Emotion,” (2017)
14
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In this same class, I had offered the ideas about embodiment in certain spaces and the fact
that we can feel dis-embodied, outside of the place where we are, and the students were inspired
by these ideas to remember a story of their own. Our class discussion continued after my story of
reading the article with my experiences in mind, until I heard a big sigh and someone mutter,
“Here we go.” A few of the music students began to share a story about a masterclass, a
performing class where students play for a visiting expert who then, often in front of an
audience, deconstructs their playing in order to make it better. The students shared a story
wherein they were treated differently in a performance space because of their gender:
Lisa: He was so sexist
Sarah: How?
Ruth: Saying, like, first of all, he critiqued the two female students that played SO much
more than the male students. Like, SO much more. He said to one of them, “I could sit
down with you for three hours, go through every measure, and tell you what you did
wrong.”
Sarah: What did he say to the guy?
Ruth: He didn’t really say much. I mean, he had some critiques to say, but just what a
normal teacher would say during a masterclass. He also said you should never perform
for yourself. And you’re never performing what you think the music should sound like.
You’re only performing what the composer thinks it should sound like.
Maya: He said exactly that, be submissive to the composer.
Ruth: I wanted to get up and leave and just not come back. I wanted to throw my clarinet
at him. (class transcript, 04/17/18)
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Later in the conversation, after much discussion amongst the students about what should have
been done in this moment of sexism, another music student spoke up:
Audrey: Um [long silence] do you expect these young musicians to ruin their careers?
Because sexism and misogyny, that kind of stuff are very, very , very powerful words
[Lacey: I didn’t say the students should say something, maybe the teacher...] Because she
could ruin her career. These are very, very, powerful things to bring up. And they’re very
hard...my reputation was not good my first year, because I talked about being a girl in
jazz, then I got called a slut the second year and nobody said anything about it, even
though I never slept with anybody in the jazz program . . . Who was I gonna go to? . .
(class transcript, 04/17/18)
Audrey’s words caused me to panic. What could I say in response to this? What should someone
who is in charge do about this situation? This is where solidarity came into play as the students
raised consciousness about what happens in classical music spaces. Consciousness-raising has
long been a part of feminist-centered classrooms (Fisher, 1987; Larson, 2005), and it became a
part of our classroom, in a music-centered iteration, that night through the story-telling of the
music students. As it turns out, I did not have to do much after these emotionally-charged stories
were told. I witnessed the music students and other-college students talk through the experience
with each other. The students encouraged each other and spurred each other on toward changemaking, as well as healing. I wrote about this moment in the previous chapter through the lens of
how it shaped our knowing and knowledge, but this moment also shaped the being of the
students. Some of the students looked at me during the discussion, alarm on their faces that I was
allowing an emotional experience to be shared. The students were reckoning and struggling with
their gendered positions and statuses within the music school and the emotions brought on by
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these experiences. I recalled reading hooks’ (2003) encouragement to pay attention to emotional
connections, she wrote:
The classroom was charged with emotional feeling, with painful feelings. Had I ignored
their presence and acted as though an objectivist standpoint would create order, the class
would have been a deadening experience; students would have read Baldwin, but not
understood the meaning and significance of his work. (p. 136)
In the same way that hooks had taught her students about love and acceptance through the text
she presented in class, I listened to my students and struggled with them in making sense of
sexist and oppressive experiences in their own lives as a way of first connecting with themselves
and the text we were studying, but also as a way of growing relationships in the classroom in
anti-competitive, thus, in anti-patriarchal ways. The fact that I encouraged this experiencesharing, and they participated so willingly in it, only deepened their learning moments in the
classroom. As a student shared in their course evaluations, “I liked how I was supposed to relate
my own experience to what I was learning about. It made me remember the information we
learned more.”
Engaging with experiences and emotions as a way of being in the classroom presented
the most rewarding and most challenging part of enacting feminist pedagogy. What I had learned
about myself and my own vulnerability was necessary in order to fully engage with this form of
“power with” (Kreisberg, 1992) in my relationship with the students. Before this class, I had
never shared emotion with students because this seemed to reveal a loss of control of my mind
by my body overriding it. I chose to reject an “objectivist standpoint”, as hooks (2003) wrote of
her experience, in order to allow myself and the students to have emotional reactions to our
stories and thus to be fully ourselves, with all of our gendered experiences, in the classroom.
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Conclusion
In this chapter, I showed how I wrestled with my being—how I move in the world and
how I am with others—as I explored my feminist pedagogy. I found that an ontological stance
(Pinnegar & Hamilton, 2009), as a feminist teacher, would ask what is actually happening in my
classroom, and a feminist ontology would ask how Self and Other are being together. Over the
ten-week term during which the class met, I investigated how I could deconstruct power
relationships over students in practical moments of “power with” (Kreisberg, 1992). I found that
feminist pedagogy, for me, was enacted through relationship, and this relationship started with
myself. I learned that a major determinant in my ability to share power with students was my
willingness to be open with myself and to dig deep into vulnerability as a way of being, with
myself and with others. Further, I explored being in relationship with students and the
ontological stance (Pinnegar & Hamilton, 2009) of a feminist pedagogue who wishes to share
power in daily class sessions. I presented the themes of having a space, being in community, and
bringing in experience and emotion as essential feminist ways of being in my classroom.
Whereas I had theorized about the workings-out of my pedagogy, my pedagogy did not become
a reality or a practice until the students built it with me each class. Through all of the themes
mentioned above, we built relationship with each other in the classroom and through that came to
a deeper understanding of both the material we studied as well as ourselves as human beings
growing and learning in the world.
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CHAPTER SIX: BEYOND CRITIQUE : LOOKING BACK, LOOKING FORWARD
“Here we go.” I remember my student’s words from our fourth class session together
when we talked, with much emotion, about our experiences as women in music. Her words had
been only a whisper in the chatter of the classroom, but I had caught what she had said and let it
reverberate in my subconscious for the rest of the term. The tone of her words, “Here we go,”
implied a turning point in our conversation, a no-turning-back moment in our class together. I
felt her words when she said them, as I had felt something momentous coming when I first began
thinking of teaching the Women and Music course. “Here we go”—a feeling that continued from
the moment I first began to contemplate the Kerry James Marshall painting I saw in the art
museum years ago. I saw a woman in the beginning stages of painting herself into existence. She
appeared to use colors that contradicted the reality of who she was in that moment. The artist’s
painting of herself began and remains unfinished and in-process.
In this chapter, I conclude my thoughts on my self-study. I also make suggestions for
how my research contributes to existing knowledge about self-study, feminism in curriculum
studies, and feminism in music scholarship. I suggest how future studies, my own and others,
within these fields may build on the findings of my study. Although I am presenting a completed
project, I am aware that, as an educator and a person, I “exist in the middle” (Leavy, 2016, p.
128) of my story as a feminist teacher.
My Self-Study
When I first asked the question, “What does a feminist pedagogy look like for someone
who is just beginning her feminist journey?” I knew the question in itself, aside from the
research resulting from it, would propel me into a new orientation in my professional life. This
self-study explored what feminist pedagogy could look like in my music history classroom and
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asked the following questions: What does teaching a music history class through a feminist lens
look like? Which pedagogical habits and choices will I add into my practice, and which habits
will I discard, shift or remake?
At the beginning of my exploration of feminism in music history, I read literature
spanning the academic music disciplines of music education, ethnomusicology, and music theory
in order to locate instances of feminist theory enacted in music academia. I looked for
illustrations of living a feminist life (Ahmed, 2017), but more specifically, for those instances
within music history classrooms. In his dissertation on the history of music history pedagogy,
Scott Dirkse (2015) commented on the need for scholars and pedagogues in musicology to
expand their research in order to develop more examples of music history pedagogies inclusive
of diverse lived experiences and ways of knowing. More recently, musicologists have called for
changes in the field (the national musicological organization, the American Musicological
Society (AMS), has issued statements calling for greater inclusion within the society) and
pedagogues in musicology have continued exploring strategies for inclusive and diverse teaching
approaches within music history classrooms (Bryant, 2018; Epstein, et. al., 2019; Ritchey, 2019).
While I found a few examples of feminist principles enacted in music history pedagogy (Beck,
2014; Citron, 2004; Macdonald, 2004; Sarkissian, 1999; Wilbourne, 2017), an in-depth study of
this topic has been missing from music history pedagogy literature.
I designed a self-study that helped me to explore how feminist pedagogy looked in my
classroom. Self-study research provides a suitable method for teachers to investigate their
practice in order to discover how their beliefs and assumptions develop in their practice
(Laboskey, 2004). It is a framework that allows the research question to guide the methods used
for the study (Loughran, 2004). Self-study research allowed me to incorporate questions about
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the epistemological and ontological in my teaching (Pinnegar & Hamilton, 2009). It also was
conducive, as a research method, to my feminist and poststructural worldview (Coia & Taylor,
2013, 2014). I read both self-studies framed by autobiography (Bullough & Pinnegar, 2001;
Kuzmic, 2002, 2012) and framed by autoethnography (Coia & Taylor, 2009, 2013, 2014, 2017;
Ellis, et. al, 2011) upon which to model my research. By using autobiography and
autoethnography as lenses for my research, I could account for both my personal past as an
educator and my socialized upbringing as a music educator.
I collected data from audio-recording class sessions, student coursework, my own
research journals, and from conversations with my critical friend, Melissa, for my self-study. In
order to avoid what could be called narcissism in self-study (Garbett & Ovens, 2016), I asked
Melissa and my students to assist me with “reframing” (Loughran, 2004) my research.
Reframing happened when I compared my research journal entries to my conversations with
Melissa and conversations with my students. I also compared Melissa and my students’ feedback
to my reflective journal entries. This process provided a foundation from which to begin data
analysis.
For analysis, I compared the data across data-gathering points (journal, class recordings,
student work and evaluations, Melissa) in a process of triangulation (Glesne, 2006). I looked for
themes (Creswell, 2007) while I employed a constant comparative method of data analysis
(Glaser & Straus, 1967). Additionally, I used a recursive data analysis, in a “spiral movement”
(Coia & Taylor, 2009) wherein I simultaneously collected and analyzed the data and repeated
this process as the study progressed. Furthermore, in an effort to resist positivist-leaning
qualitative research methodology (St. Pierre, 2014) and to use feminist research methods, I began
to incorporate post-qualitative research concepts while analyzing my data. These concepts
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included thinking of my “writing as a method of inquiry” (Richardson & Pierre, 2005), treating
analysis as occurring “everywhere and all the time” (St. Pierre & Jackson, 2014), and reflecting
on the ways in which I practiced embodied data analysis through every day activities (Daza &
Huckaby, 2014).
Becoming a Feminist Educator
When my research was completed, and the data had been gathered and analyzed, I split
my findings into two categories: knowing as feminist pedagogy and being a feminist educator.
These two categories became my findings and analyses chapters, which I presented as chapters 4
and 5, respectively. These categories represent what I found were the locations of necessary
changes I needed to make in my pedagogy in order to be more aligned with feminist principles in
my classroom.
Knowing as feminist pedagogy
In Chapter 4, I described a new way of engaging with epistemology as a foundational part
of my feminist pedagogy. I adopted Thayer-Bacon’s (2003) concept of “relational
(e)pistemologies” through which I asked how we might know-in-progress as a class and how we
might create knowledge together (Thayer-Bacon, 2003). This alternative way of knowing helped
me to resist patriarchal structures of knowledge in my music history classroom that reify
individualism, competition, and mind over body in understanding. I organized my findings in
three sections: knowing myself as an educator, knowing the curriculum differently, and knowing
through experience.
Knowing myself as an educator.
In knowing myself as an educator, I elaborated on two themes: 1) I needed to understand
the assumptions and expectations built from my socialization into music, and 2) I needed to
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challenge that knowledge through course preparation and teaching the course. I began to try to
understand how musicology and my history as a musician and music professor had been
dominated by patriarchy. I had not noticed the women missing from music history textbooks or
the repertoire I played and listened to as I was a musician in training. The textbooks, the
ideology, how I had learned to play the music (adhering to the composer’s will, learning only
music by male composers)—all of these aspects of being a musician and music historian
contributed to the discourse (Gee, 1996) within which I was trying to re-locate myself. This
process of deconstructing my social and pedagogical lineage proved frustrating and left me with
more questions than answers as I strove to integrate my feminist self into my classroom. When I
began teaching the course and began interacting with students, I found that I was further
frustrated by the beginnings of feeling out a new pedagogy—I had the stuck feeling of “boots in
mud” and was not sure that I could leave this emotional place. I realized that I would go
throughout the course with an unresolved feeling about what feminist pedagogy should be and if
I was “doing it right”—the uncertainty and unknowability that Coia and Taylor (2013) have
written about in their own feminist pedagogy. I found some comfort in “Gaga feminism,”
Halberstam’s (2012) concept that loosely positions feminism in a “politics of free-falling, wildthinking, and imaginative reinvention” (p. xv). Halberstam’s (2012) comfort with feminism as
“improvisation, customization, and innovation,” (p. xiv) would help me to rethink my instinct to
need an answer and to create defined boundaries of my feminism.
Knowing the curriculum differently.
In knowing the curriculum differently, two themes emerged of 1) challenges of
curriculum building as conscious resistance to dominant knowledge, and 2) course assignments
as opportunities for engaging with different ways of knowing. In music history classrooms, mine
and other music history teachers’ expectations of curriculum design include listening to and
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analyzing music a certain way and studying musical texts objectively. I found that a feminist
consideration of what counts as legitimate knowledge (Bernstein, 1971) would allow the self to
be present in and to inform music analysis. I encouraged my students to engage with “the
personal is political” as they read materials in the course that confirmed instances of oppression
and discrimination in their own lived experiences. Another challenge of curriculum building
included deciphering how to choose women as subjects in the curriculum—if I were using new
parameters for judging quality, then what parameters were these? If I were resisting patriarchal
narratives of women composers as tied to famous men composers and did not want to use
patriarchal concepts of “genius” to choose women to study, then what criteria would I use? I
considered course assignments as another way of knowing the curriculum differently. I assigned
readings and viewings from non-scholarly materials such as YouTube, blogs, and interviews of
artists in order to bring in the stories of women in their own words. I also facilitated classroom
activities—such as playing a Pauline Oliveros Sonic Meditation together and drawing concept
maps in class to recount the readings—that reimagined listening to music and talking about
music together in such a way that we created our knowledge together and promoted a knowingin-action (Thayer-Bacon, 2003). I invited my students to create midterm and final projects
through which they placed themselves into their writings and expressed their thoughts creatively.
The students struggled to understand their own final creative projects as legitimate acts of
knowledge creation, because their projects demonstrated feminist ways of knowing through
personal and subjective connections with the course material.
Knowing through experience.
In my knowing through experience section, I explored two themes on 1) sharing my own
experiences as a way of knowing that I modeled to the students, and 2) the students sharing their
experiences and their emotions in building knowledge together. As we shared our lived
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experiences in relation to the topics we studied, we acknowledged that we are people who are
embedded socially and that we embody the knowledge we experience together (Thayer-Bacon,
2000). Because I had asked the students to engage with epistemology in a way that was new to
them, I first introduced experience-sharing as a way of knowing by explicitly telling the students
we would be engaging with a different way of knowing in our classroom. I also modeled this
experience-sharing by explaining how I listened to music with a feminist framework and how I
found instances in the material we read and viewed that confirmed my own lived experiences as
a woman. Additionally, I told my students about how I created the Women and Music course in
response to the need I saw for women’s stories in music to be told and understood. I explained to
my students why the social act of sharing our experiences together mattered for our
understanding of the validity of our experiences and the political nature of those experiences,
particularly in musical spaces where gender is often buried or ignored. Because of my modeling
my experience sharing, the students also shared their experiences as they constructed knowledge
together and engaged in knowing the material through their experiences. My students reflected
on their experiences of sexism in music while reading diaries and articles by women composers
and songwriters who had also dealt with their own self-doubt. They connected their personal
stories to political instances in their own lives through their weekly discussion posts. I read many
instances of the students determining their own creative places in the world as women, while
responding to materials they were assigned to read and view. The students would give me
feedback that this way of knowing, through their own experiences, enabled them to better engage
with and understand the texts we studied in the course.

162
Being a feminist educator
In Chapter 5, I described feminist pedagogy as being constructed and enacted through
my relationship with students as we explored feminist ways of being through having a space,
building community, and sharing our experiences. I organized the chapter into two larger
categories of being myself as a feminist educator and being in relationship as feminist pedagogy.
The entire chapter focused on rethinking ontology as a foundational process of feminist
pedagogy. I considered the ontological in my classroom as what was really happening,
“constructed from our place within that experience” (Pinnegar & Hamilton, 2009), and feminist
ontology as recognizing the interdependence of self and other in a social and culturally-based
reality (Stanley & Wise, 2002). I learned how those concepts of ontology contributed to my
feminist pedagogy as I focused on having relationships that promoted humanity in the classroom
(Weiler, 1995).
Being myself as a feminist educator.
In being myself as a feminist educator, I found that before having a relationship with the
students, I needed to first understand my place in the classroom by examining my relationship
with myself. I wanted a “power with” (Kreisberg, 1992) relationship with students that would
require how I confronted power in myself. Being myself as a feminist pedagogue meant
practicing openness with myself about what was really happening (Pinnegar & Hamilton, 2009)
in myself and in my classroom. This transparency acted as a feminist act of resisting the
intellectual, objective, and competitive patriarchal inclinations I found in my classroom. I had to
grow accustomed to trusting my emotion, experience, and reflections on such moments as ways
of understanding myself (Belenky, et. al, 1986). Additionally, I began to understand that my
struggle to focus on myself through reflective practice (Coia & Taylor, 2017) resulted from my
upbringing in a large, Christian family that taught me I was morally obligated to think of others
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first, always. Being open to myself (and eventually my students) meant resisting the masculine
ways of being I had learned in higher education that valued objectivity and reason above
emotion. It meant letting my whole self, as a woman, into this space and not criticizing myself
when I did not live up to conceptions of “professor” that I had learned. Part of this openness with
myself, as a part of my feminist pedagogy, meant practicing self-care through being kind to
myself. Whereas a positivist, masculine framework would demand perfection, replication, and
results that reflected “correct” teaching, I leaned into the imperfection and “in-process” way of
being as a feminist teacher in my classroom.
In the second theme regarding being myself as a feminist educator, I found that practicing
vulnerability with myself formed an essential part of my feminist pedagogy in deconstructing
power relationships between the students and myself. I used Brené Brown’s (2012) description
of vulnerability as essential for human relationships and consisting of the markers of emotional
exposure, uncertainty, and risk, to describe how I navigated vulnerability throughout my
teaching. Although I was uncertain about feminist pedagogy “working,” I needed to become
familiar with uncertainty in order to create space for others (Coia & Taylor, 2013). Another act
of vulnerability for me was allowing options for students to make choices in the course. This was
a risk in “sharing power” (Melissa’s phrasing) that I had to embrace in order to build
relationships, even though I felt that I should keep control of the classroom. Additionally, being
vulnerable meant accepting the emotions—good and bad—that came with teaching. This was a
feminist acceptance of myself as a woman and a whole person who would not be objective or unemotional about my teaching.
Being in relationship as feminist pedagogy.
In being in relationship as feminist pedagogy, the second section of this chapter, I found
that another foundational aspect of feminist pedagogy meant being in relationship with the
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students. I strove to have a “power with” (Kreisberg, 1992) relationship with students that
involved having a space, being in community, and learning through our experiences and
emotions.
In the first theme, I focused on space as an essential element of feminist ontology in my
classroom. I wanted to build a welcoming space for the students in the style of Virginia Woolf’s
(1991) “room of one’s own” and Sara Ahmed’s “feminist dwellings” (2017) that resisted
patriarchal elements of the university classroom—intellectualism, individualism, and
competition—as ways of being. Additionally, I contended with music school culture as a
particularly extra-conservative space, within which “feminist” remains the “F-word.” Many
people within music schools think of their work as objective and, thus, outside the reach of social
and political concerns such as those caused by gender. As I actively tried to offer a space for my
students to be themselves, I had to wrestle with how I would approach levels of control and
freedom with student behavior in the classroom. I did not want to maintain the semblance of a
perfect classroom (no noise, no emotion, no troubles) at the expense of silencing women who
had experienced previous social, ideological control of themselves as women in spaces. I also
invited the students to practice embodiment with me in our classroom (Thompson, 2017) as a
feminist act of re-engaging with our whole selves in a space where we may have felt rejected
before.
In the second theme of being in the classroom, I examined how we built community in
our classroom as a sign of feminist pedagogy at work (Shrewsbury, 1987). A part of community
building was my collaborating with students by modeling inclusive discussions and verbally
confirming the importance of their contributions in the classroom. Our community was built as I
practiced vulnerability with the students, which, in turn, built trust with them. For this particular
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course, I acknowledged and worked to bridge the divide between music majors and majors from
other schools, as the music majors were a strong presence in the course and had been socialized
into a certain way of taking a music course and enacted that particular way of being.
Building on space and community, I found a third theme of sharing experiences and
emotions as important ontological aspects of feminist pedagogy in my classroom. Speaking of
our experiences, “in ways other than” (Ahmed, 2017) how we had been socialized to be, together
in the classroom, rehumanized (Kreisberg, 1992) my pedagogy and validated our experiencesharing as an acceptable way of being in the classroom. This theme emerged from my position of
vulnerability with the students in sharing my own experiences in music and not withholding the
emotion that I felt because of these moments. My students felt enabled to share their own stories
of sexism in music and through their sharing their lived experiences with our classroom, we had
deeper moments of learning that would not have been possible with a “power over” (Kreisberg,
1992) relationship with the students. Furthermore, as the teacher, if I had insisted on an objective
position toward what happened in the classroom, then we would have missed the experience and
emotion that allowed my students and me to engage more deeply with texts and with each other.
Knowing and being together.
I have struggled for a while with the decision that I made to split epistemology and
ontology into two chapters. At the beginning of my research when I adopted a poststructural
feminist lens (Coia & Taylor, 2009, 2013, 2014, 2017; Sandretto, 2009; St. Pierre, 2000, 2001),
my intentions were to write through binaries as binaries often denote hierarchies, with women
“on the wrong side” of those binaries (St. Pierre, 2001, p. 148). As a “nomadic subject”
(Braidotti, 1994), I wanted to intentionally blur boundaries of identity through my analysis as to
“make possible the opening of the subject” (St. Pierre, 2001, p. 150). However, due to the nature
of my dissertation as a focus on my abrupt pedagogical shift from traditional pedagogy, I found
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that I had set myself up to write within binaries about my experiences and myself. I had also
situated myself in Ahmed’s (2017) concept of feminist dwelling and her suggestion to know
“what it is we are against, what it is we are for (p. 2). With this idea I was working through what
I was against by identifying patriarchal structures and what I was for by implementing feminist
principles in my pedagogy as a direct response to those structures. At the same time, I
remembered that my research and writing goals aligned with a poststructural framework under
which I could hold both traditional and progressive methods in my mind, while understanding
the ever-shifting and changing aspects of knowing and being as an agential subject.
As I wrestled with how to present my data, I decided to untangle my findings regarding
epistemology and ontology in order to decipher the specifics of those particular engagements
with my feminist pedagogy. I wrote separate chapters on epistemology and ontology, but I
viewed them as both integral and simultaneous building blocks of my feminist pedagogy. I did
not view these two modes of knowing and being as happening separate from each other, nor did I
view one way of thinking through feminist pedagogy primary to the other. How I constructed
and thought of knowledge as a feminist in my classroom was as equally important to how I
engaged with myself and others as the course happened. Constant throughout both chapters and
sets of data was the turn toward the relational and the subjective in both epistemology and
ontology. Throughout both chapters I explored building relational ways of knowing and being.
One example of this is the class session I wrote about in Chapter 4 where we performed Pauline
Oliveros’s Sonic Meditations together. I wrote about this experience being a feminist way of
knowing the course material, but it was also a feminist way of being together in the classroom.
Instead of listening to music in a solitary way, we were creating the music together and sharing
our experience of creating that music. Additionally, the subjective engagement with course
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material was prevalent as we shared our experiences and emotions that built our knowledge
together and strengthened our relationships.
Implications and Future Research
My self-study exists at the intersection of several knowledge communities in which I
have participated and of which I consider myself a member. I conducted this study in the context
of scholarship in feminist theory and pedagogy, musicology, self-study research, and curriculum
studies. It is within these scholarly communities that my research joins and becomes a part of
their ongoing conversations. I present what I believe are implications for these fields, as well as
how I see my future research continuing along some of these research lines of inquiry with my
colleagues in these fields.
For self-study researchers, this self-study will be an example of research that has shown
how I stayed in the swamp (Coia & Taylor, 2017) regarding the “problems of greatest human
concern” (Schön, 1995) that teaching often addresses. I did not intend to relay a “Teacher Story”
through this study, which Courtney L. Rath (2018) has described as “a tale of some (not too dire)
problem that resolves neatly into a learning opportunity that obviously improves teaching
practice” (p. 811). Rath (2018) has written, “Such stories, perhaps inadvertently, obscure the
professions’ messiness and contingency, its indeterminacy and doubt, its shifting and transient
nature; they are linear narratives—tidy, straightforward, readily intelligible—whereas teaching
practice is messy, circuitous, and often confusing” (p. 811). I have been cautious of constructing
a tidy “problem-research-answer” narrative in my study, because I believe in an “in-process”
knowing (Thayer-Bacon, 2003). I am equally aware that I have been trained into and am
expected to produce a document within a traditional qualitative paradigm. I shared a story in
Chapter 4 of being a young adventurer on my family’s farm, on which I often lost my boots to
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the mud. In this study, I lost a bit of pride and over-confidence in my teaching skills as I
remained in the mud, or swamp. I did this in order to delve into complex questions about
education and the importance of educating women with knowledge of their lived experiences.
However intentionally lodged I became in these questions, I made a practice of refusing, to the
best of my ability, to situate my research within a qualitative research paradigm that privileged
positivist-based thinking.
I would like to contribute to self-study scholarship, particularly self-studies that engage
with theory, in order to show teacher educators and teachers the benefit of studying one’s own
practice through theory. There is much merit in struggling through the complications of
navigating the in-between spaces between theory and practice, as “living and theorizing produce
each other; they structure each other” (St. Pierre, 2001). I view theory and practice as
simultaneous and recursive, happening all at once, not one before the other, not concrete, but
always fluidly moving between the two. Sometimes I have chosen to focus on theory or practice
in order to elaborate on a thought, but neither takes the place of the other or has an elevated
position in my thinking.
Regarding curriculum studies, this self-study contributes to existing scholarship on
feminist curriculum (Baszile, 2015; Grumet, 1988; Grumet & Stone, 2000) in illustrating the
importance of how gender works in our teaching lives. Curriculum can often reference the course
design and course content, but it also can mean the direction, philosophy, and meaning of
education within a particular institution. In many ways, teachers reflect the curriculum and can
subvert the curriculum if it does not show themselves in it. In his self-study, H. Richard Milner
(2007) has written, “if teachers are the curriculum, then what they teach, how they live, what
they model, what they say, and what they focus on all have the potential to shape students’
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learning” (p. 587). For feminist teachers, acknowledging their gender and how it is constructed
or deconstructed through their professional as well as personal lives shows women an example of
bringing whole selves into the curriculum. As Denise Taliaferro Baszile (2015) has spoken of her
own critical race feminism and understanding herself through a non-male, non-White psyche,
“How is her self-understanding and thus her sense of agency impacted when she cannot see
herself or can only see herself through the eyes of her others?” (para. 2, line 4). I found that it
was important to me to acknowledge the way I shape the world and the world shapes me as a
woman. As I taught my Women and Music course, I found this concern also in students’ minds
as well. In an era when many educators are asking themselves how to break away from dominant
structures and give voice to the marginalized and oppressed in education, this study offers a
portrait of thinking through power structures and imagining new ways of connecting with
students.
Feminist pedagogy for musicology
As I referenced in Chapter 3, musicologists are guardians of knowledge for music
schools, and as ambassadors (not to inflate the role of musicologists within a university) to the
rest of the university. Often what musicologists promote becomes the legitimate knowledge of
music to the community of music-enthusiasts within that eco-system of that university. For this
reason, musicologists must open themselves to more diverse ways of knowing and being in the
classroom. After I conducted my study and while I was writing, I presented my work online,
through my blog and Twitter posts, to my music colleagues as I worked through ideas. This
caused a number of conversations with my colleagues across music academia (history, theory,
composition) over the internet about my newfound knowledge of a critical feminist pedagogy
applied to music. I consider these conversations significant because they revealed to me the
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desire of educators within my music community to meet students where they are and also to
introduce different ways of teaching music. I have had more music educators reach out to me
than I had expected. Although writing extensively about the implications for music history
pedagogy and musicologists was beyond the scope of my dissertation, my research has built on
music history pedagogy texts, particularly Matthew Dirkses’s dissertation (2015) in which his
conclusion implores musicologists to pursue alternate pedagogies in hopes of opening the
possibilities of music history teaching for students. The act of writing my dissertation and
sharing my research has already opened conversations with these scholar-educators in music
history. My research came about as a result of many conversations in music, including one in
which administrators and educators have questioned the role and make-up of music schools in
the 21st century (Sarath et al., 2017). I hope that this document will further open conversation
about what is possible for diverse and inclusive pedagogical practices within music history, and,
broader, within music academia. Additionally, I hope that my research into the field-specific
ways in which feminist pedagogy could be introduced will inspire educators in other academic
fields to continue to explore their own socially-rooted educational practice. I hope other
educators conducting field-specific research will learn how they may expand the boundaries of
pedagogy in their field in order to open it to more diverse learning experiences.
I have asked myself many times, in light of the research already done in women’s studies
and surrounding feminist theory, “Why feminism? Why now? Still?” I presented a paper at
AERA in 2019 and a feminist scholar commented, after she heard my paper, “We need
feminism!” Her words have echoed in my subconscious (along with “Here we go.”) as I have
concluded my research. Feminism. The word had floated across the room as she said it, an
abstract idea that took up space and stretched its legs from wall to wall in that conference room
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with no decipherable direction. I could not have told you what she meant exactly by that phrase,
but I do know that the feminism I have practiced has taken on a clearer form in my life and has
changed my orientation toward myself and toward the world. The feminist theorizing I have
done with my own teaching practice has reinforced my sense of self as a woman in my
professional and personal lives. I have become bolder in naming oppression and sexism in my
own life and in fighting for and with other women in their own experiences of the same.
Charlotte Bunch (1983) wrote that “A solid feminist theory would help us to understand present
events in a way that would enable us to develop the visions and plans for change that sustain
people engaged in day-to-day political activity” (Bunch & Pollack, 1983, 248). It is in the same
spirit that I have worked on developing my theoretical framework for teaching as a feminist in
order to enhance visions for liberation in the classroom and visions of continual progress for
myself as a feminist educator. Reading the work of other feminists and even reflecting on my
own work reminds me of the reason why I take up counter-hegemonic, feminist (Weiler, 1988)
work in the classroom. Women engaged in feminist-centered work are made to think that they
are working alone or that the work is no longer needed. However, women will continue to
discover feminism for the first time. They will continue to need stories to illuminate the “feeling
about” of an emerging feminism and the recovering of themselves as women, as subjects, that
happens at the beginning of the journey.
Changes in my pedagogy
My study was both context specific and rooted in a history of practice as an educator in
music. For my own teaching practice, I have broken the barrier into a new way of knowing and
being as a feminist educator. My primary question of “what would this look like?” has been
answered but has also produced more questions about feminist teaching. I gained an invaluable
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sense of who I am as a feminist educator. I know that feminist pedagogy, for me, is always being
aware, through every interaction, every word spoken and written, the gendered power structures
in academia, and, moreover, the gendered power structures present in teaching music history.
These power structures have many layers and multiple levels of oppressions and are used to
police, surveil, and manipulate students instead of inviting them to grow and learn. As a feminist
teacher, I am in the position to open a new way of knowing and being for students that welcomes
more of their whole selves into learning. I am in the position to instruct, teach, fight for, and to
believe in my students. I have also learned that my feminist pedagogy will change and adapt
from class to class as it is built with the students.
From this study, I can now conduct more specifically focused self-studies into my
practice to further expound on my practice of feminist pedagogy. I am aware that my beginnings
in feminist pedagogy have been limited to an exploratory engagement with feminist theories in
my classroom. In the future, I wish to study more deeply the areas of my feminist pedagogy
related to relationship. As relationships happen in community, how do I better build community
with my students in my classroom? I would like to examine—and I believe a great need exists—
to examine community-building in feminist pedagogy, especially in tumultuous times in the
United States when dialogue and conversations across difference are becoming increasingly
difficult to have. Additionally, it would be beneficial for me to examine the intersections of class,
race, and sexuality in my own pedagogy and the ways in which I engage with my privilege as a
white, heterosexual, working class-raised woman. Using feminist pedagogy and other alternative
pedagogies, and studying how these pedagogies are enacted, remains important in this social and
political time in the United States. More personal, self-studies are needed on the complications,
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benefits, and the daily working-outs of these pedagogies as educators fight against hegemonic,
oppressive forces in higher education institutions.
Conclusion
My feminist pedagogy has begun as I have challenged dominant power structures through
knowing and being in the classroom. I have embraced liberatory practices so that the students
may have deeper experiences of self-discovery leading to action through their education. Power
showed itself in the ever-present “right way” of teaching—the male-dominant teaching that
privileges competition, comparison, individualism, objectivism—that pervaded every moment of
my pedagogy. More than a set of rules or tricks to use in the classroom, my feminist pedagogy
became an orientation toward my teaching that explored, sometimes painfully (but necessarily),
the gendered ways in which I interacted with myself and with students.
In my music history classroom in a music school, a space where I had not seen myself
before, I painted myself into the picture. I picked up the brush and began to paint myself into
existence, even within the confines of a paint-by-numbers music history curriculum. Through
this study, I learned to begin to construct how I could be as a feminist teacher. Furthermore,
feminist pedagogy turned my efforts in creating a self-portrait into something more. What I
imagined could have occurred from this venture when I began to create did not end exactly how I
had envisioned it, as most paintings often do not. A certain stroke of the hand, a color mixed
with another differently, takes the painting in an altered direction and shifts slightly as each layer
goes onto the canvas. Teaching as a feminist was neither a paint-by-numbers venture, nor a
practice in self-portraiture. Rather, feminist pedagogy in my classroom became a mural with
many hands holding brushes, choosing colors, and painting themselves into existence.
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Appendix A
Introduction to Course Script
Hello all, and welcome to the Women and Music course.
I'm very excited to spend the next ten weeks talking with you all about contemporary issues
of women and music. We'll be listening to a lot music written by women, talking about its
creation, how, when, where it is performed, for whom it is performed, and the role of
women in society as it is portrayed through their own musical voices.
At the same time as I am teaching this course, I will be doing research on my own teaching,
in particular, how I teach as a feminist. I am doing a self-study, which means that I am
studying my own teaching in hopes of seeing how I can improve my teaching. In addition
to teaching this course, I am also currently a doctoral student in the College of Education
here at DePaul, and I am writing my dissertation on feminist pedagogy in a music history
classroom.
What does this mean for you all? You all are an important part of my teaching, as you will
interact with me throughout this course. As a part of the study, you would provide me
feedback on my teaching and allow me to use your work after the course has ended in order
to reflect on my teaching. I would also audio-record some class sessions so I could better
remember what happened after class has ended.
Your participation in the study is completely optional, and whether you participate or not
will not affect your grade in this course. You may decline to be a part of the study. You
may also change your mind at any time if you do not want to participate in the study.
Again, your grades will not be impacted in any way.
I will be handing out a consent form now that we'll review together. If you are interested in
participating, then please returned your signed consent form to me before the end of class
tonight.
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Appendix B

ADULT CONSENT TO PARTICIPATE IN RESEARCH
TEACHING AS TRANSFORMATION: A SELF-STUDY EXPLORING POSSIBILITIES OF
FEMINIST PEDAGOGY IN A MUSIC HISTORY CLASSROOM
Principal Investigator: Sarah Wells Kaufman, doctoral student
Institution: DePaul University, Chicago, Illinois, USA
Department (School, College): College of Education
Faculty Advisor: Jeffrey J. Kuzmic, PhD, College of Education
What is the purpose of this research?
I am asking you to be a part of a research study because I am trying to learn more about my
teaching and what teaching with a feminist perspective will look like in a music history
classroom. The purpose of this research study is to give me more insight into what teaching as a
feminist looks like in every-day teaching practice. This study is being conducted by Sarah Wells
Kaufman, a graduate student at DePaul University, as a requirement to obtain her Doctoral
degree. This research is being supervised by her faculty advisor, Jeffrey J. Kuzmic.
There will be about 25 students enrolled in the study.
Why are you being asked to be in the research?
You are invited to participate in this study because you are a student in a class I will be teaching.
Your perspective will be very important in helping me understand my teaching.
You must be age 18 or older to be in this study and have English language skills to be in this study.
This study is not approved for the enrollment of people under the age of 18.
What is involved in being in the research study?
If you agree to be in this study, being in the research involves the following:
•

You will participate in class as you would normally participate.

I will be taking field notes throughout class sessions about my interactions with students so I can
have more information on how I behave as a teacher. I will also be keeping a research journal on
my class preparation and interactions with students throughout the class sessions.
•

You may complete optional and anonymous surveys about my teaching.
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The optional and anonymous surveys will be posted in weeks two, four, six, and ten of this
course. There are a total of four surveys that will take five to ten minutes to complete. The
surveys will be asking questions about the strengths and opportunities for growth in my teaching,
your impressions of feminist pedagogy, and the strengths and opportunities for improvement in
the course.
The surveys will be accessible through D2L, and I will verbally announce at the beginning of
class when those surveys are available. I will post an announcement on D2L with information
about how to access the surveys.
•

You may allow your class assignments to be collected at the end of the course for
analysis.

I will need your consent to access all your class assignments for my research after the course has
ended and grades have been submitted. Once the course has ended, I will analyze your
assignments so I can better understand the effects of using a feminist pedagogy
•

You may allow some audio-recordings to be made of class sessions.

Some classes will be audio-recorded and transcribed later in order to help me accurately
remember what took place during class sessions. I will be analyzing my teaching and interactions
that happen during class sessions that reflect on my teaching. I will use fake names when I
transcribe the audio-recordings so that I protect your identities.
How much time will this take?
This study will take place during the ten-week course. The optional surveys, offered at weeks
two, four, six, and week ten, will take approximately five to ten minutes to complete. The other
activities in the research study (the research journal, field notes, and audio-recordings) will not
involve any extra time on your part.
Are there any risks involved in participating in this study?
Being in this study does not involve any risks other than what you would encounter in daily life.
You may feel coercion to be in my study. However, you are not required to participate, nor will
it affect your grade in any way if you do not participate. There is a possibility you may feel
uncomfortable with class sessions being recorded, but you are able to request recordings stop at
any point.
Are there any benefits to participating in this study?
You may not directly benefit from this study. However, it is possible that you might feel a
benefit from reflecting on your learning in relation to the course and my teaching, and this might
lead to an enhanced level of reflection and understanding of your own academic identity.
I hope that what I learn will help other teachers and scholars in education understand their own
teaching better. I also hope that what I learn will contribute to knowledge for self-study
researchers and for music scholars who are interested in studying their own teaching in order to
improve it.
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Can you decide not to participate?
Your participation is voluntary, which means you can choose not to participate at any time.
There will be no negative consequences, penalties, or loss of benefits if you decide not to
participate or change your mind later and withdraw from the research after you begin
participating. Your decision whether to be in the research will not affect your grades. I will not
analyze the data that I have collected until after the course has ended and the final grades have
been submitted.
Are there other options to my being in the research?
You may opt-out of the study at any point while it is taking place. If you choose to opt-out, then
your class work and participation will not be included in the research data. You may send me an
email at any point to let me know if you do not wish to participate. You may simply take part in
the course as you normally would without being in the research and there will be no
consequences to you if you say no to being in the study.
Who will see my study information and how will the confidentiality of the information
collected for the research be protected?
The research records will be kept and stored securely. Your information will be combined with
information from other people taking part in the study. When I write about the study or publish a
paper to share the research with other researchers, I will write about the combined information I
have gathered. I will not include your name or any information that will directly identify you. I
will make every effort to prevent anyone else from knowing that you gave me information, or
what that information is. However, some people might review or copy our records that may
identify you in order to make sure we are following the required rules, laws, and regulations. For
example, the DePaul University Institutional Review Board, may review your information. If
they look at my records, they will keep your information confidential.
The audio recordings will be kept for three years, then they will destroyed by permanently
deleting the electronic file.
Who should be contacted for more information about the research?
Before you decide whether to accept this invitation to take part in the study, please ask any
questions that might come to mind now. Later, if you have questions, suggestions, concerns, or
complaints about the study or you want to get additional information or provide input about this
research, you can contact the researcher, Sarah Wells Kaufman, [phone number],
skaufm12@mail.depaul.edu, or her faculty sponsor, Jeffrey J. Kuzmic, jkuzmic@depaul.edu.
This research has been reviewed and approved by the DePaul Institutional Review Board (IRB).
If you have questions about your rights as a research subject you may contact Susan Loess-Perez,
DePaul University’s Director of Research Compliance, in the Office of Research Services at 312362-7593 or by email at sloesspe@depaul.edu.
You may also contact DePaul’s Office of Research Services if:
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•
•
•

Your questions, concerns, or complaints are not being answered by the research team.
You cannot reach the research team.
You want to talk to someone besides the research team.

You may obtain a copy of this form for your records by accessing the D2L site for the course.
The researcher will post a blank copy of the consent form for you to access at any point.
Please contact the researcher with any questions.
Statement of Consent from the Subject:
I have read the above information. I have had all my questions and concerns answered. By signing
below, I indicate my consent to be in the research.
Signature:_______________________________________________
Printed name: ____________________________________________
Date: _________________
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Appendix C
Audio Recording Script
Before we begin class tonight, I would like you all to know that I will record this session for my
research.
Please let me know if you do not wish to be recorded. You may request that I stop the recording
at any point during the class.
Asking me to turn off the recorder will not affect your grade in this course.
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Appendix D
Anonymous Survey Verbal Scripts and Questions
1. Anonymous Survey Verbal Script for Weeks Two, Four, and Six.
As an important part of my research, I am inviting you all to offer feedback on my teaching
and feedback on this course at several intervals during the course, including this week. I
hope to use your feedback to improve the course, particularly my teaching, while I am
teaching it and in the future when I teach it again. I also would like to know what your
impressions of feminist pedagogy are.
If you are willing to participate, then please complete the anonymous survey through D2L.
I have set up a Google Form that will collect your responses anonymously. Just a reminder
that these surveys are optional and anonymous. When I receive your response to the
survey, I will not receive any identifying information about you, which means I will not
know who submitted the information on the Google Form.
A big thank you in advance to any of you who may feel inclined to offer feedback!
Sarah
2. Anonymous Survey Announcement on D2L
Hello all,
Thank you for helping me with my self-study research by providing feedback on my
teaching.
Please follow the link below to an anonymous Google Form in which you may offer
feedback. The survey should take five to ten minutes. I will not see any identifying
information on this Google Form, and will not know who has completed the form. Whether
or not you complete this survey will not affect your grade in this course.
Thank you again for helping me with my
research! Sarah

3. Anonymous Survey- Questions for Weeks Two, Fours, and Six Survey.
Version 02.09.2018
1. What are the teacher's strengths? What are opportunities for improvement for
the teacher?
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2. What is your impression of feminist pedagogy?
3. What do you like most about this course?
4. What could be some improvements for this course?
4. Anonymous Survey Invitation Script for Week Ten.
Hello all,
Thank you for helping me with my self-study research by providing feedback on my
teaching.
Please follow the link below to an anonymous Google Form in which you may offer
feedback. The survey should take five to ten minutes. I will not see any identifying
information on this Google Form, and will not know who has completed the form. Whether
or not you complete this survey will not affect your grade in this course.
Thank you again for helping me with my research!
Sarah
5. Anonymous Survey- Questions for Week Ten Survey.
1. How was your experience of this course?
2. What is your impression of feminist pedagogy?
3. What would be your advice for the next time this course is offered?
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Appendix E
Course Syllabus
MUS 202: WOMEN & MUSIC

Spring 2018

Tuesdays, 6:0 0 -9:15 pm

Contact Me
Sarah Wells Kaufman (she/her) skaufm12@mail.depaul.edu [office phone number]
Meetings by appointment, or Tuesdays, 5 -6 pm
Course Prerequisites
None. Students do not need prior formal music experience or an ability to read formally notated
music.
Course Materials
A textbook for this course does not exist. Course materials will be posted to D2L. Access to a
computer and the Internet are essential for your success in engaging with these materials.
University Course Description
This course is a survey exploring the roles of women musicians in their societies.
My Course Description
This course will offer an exploration of women in music -composers and performers- and the
historical and social lives of these women. Students will be introduced to the basic formal
elements of music, as well as feminist music theories, in order to better understand, think about,
and communicate to each other about the music of women. Special focus will be given to the
genres of classical music, jazz, and various sub-genres of pop music, including hip-hop/rap,
R&B, folk, and others. Drawing on music originating in the United States, this course will
explore portraits of women-who-create, through the lenses of feminist theories, considering the
socio-political and socio-historical contexts within which their lives and music have been
situated.
Attendance/Participation
-We will only have a limited time to build a community in which we will share our experiences.
Therefore, it is important for everyone to be on time and engaged with each class. Contact me for
emergencies. More than one absence will affect your grade.
Communication
Email will be our best way of communicating. Do not hesitate to reach out with questions. I
prefer to be called Sarah, you may call me Professor Kaufman or Ms. Kaufman, if you prefer.
Technology
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Students are welcomed to use tablets or laptops to read course materials and/or take notes in
class. However, cell phones are a real problem for everyone.
Goals/Objectives
•
•
•
•

develop the ability to identify formal music elements through the use of specific technical
terms (melody, harmony, form, texture, etc.)
present contextualized observations of music through projects in well-written prose, or
creative project s, accompanied by well-written prose
identify and articulate how women are represented/represent themselves, and/or how they
accept or subvert expectations through their works
evaluate and critique texts on women in music using elements of feminist theories and
feminist music theories

ASSIGNMENTS
Listening, reading, and other class preparation should take place before each class session. All
materials will be on D2L. All written assignments should be submitted via D2L and follow usual
formatting for college work: typed, double-spaced, in a 12-point font.
GRADING CRITERIA
•

Attendance/Class Participation -15 %

•

Weekly Responses - 20%

•

Mid Term Assignment - 15 %

•

Performance Attendance/Essay - 10 %

•

Final Project - 40 %

Assignment Deadlines (more details on D2L)
Weekly responses: due in D2L before 12pm on the day of class.
The midterm assignment: due between April 17 (wk 4) & May 1 (wk 6). May 1 at 6pm is the
latest. Performance attendance/essay: due between April 24 (wk 5) & May 22 (wk 6). May 22 at
6pm is the latest.
Final project: due before the final exam, June 5th at 6pm. See "final project guidelines"
document on D2L for other small deadlines for this project (proposal & draft ).
Course Schedule, by week •will have minor revisions
One (Mar. 27)- Why Women & Music?
Two (Apr. 3)- Histories: "You should really teach Clara Schumann."
Three (Apr. 1.0)- Classical Music: "Don't call them Lady Composers!"
Four (Apr. 1.7)- "Candy Floss" & Contemporary Classical Composers
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Five (Apr. 24)- Histories of "Exceptional Women" in Jazz
Six (May 1.)- Women & Jazz in the Present Seven (May 8)- "Bad Sistas" in Hip-Hop & Rap
Eight (May 1.5)- A Seat at the Table, or the Lemonade Stand
Nine (May 22)- Black Female Robots & R&B Ten (May 29)- Pop Music Explorations
Final Exam- June 5, 6 - 8:15 pm
University Statements
Academic Integrity
Work done for this course must adhere to the University Academic Integrity Policy, which you
can review in the Student Handbook or by visiting Academic Integrity at the University.
Dean of Students Office
The Dean of Student s Office (DOS) helps students navigate the college experience, particularly
during difficult situations such as per son al, financial, medical, and/or family crises. For a list of
support services and advocacy information, please contact the DOS at [website].
Special Needs
Students seeking disability-related accommodations are required to register with the University’s
Center for Students with Disabilities (CSD) enabling you to access accommodations and support
services to assist your success.
Students who are registered with the Center for Students with Disabilities are also invited to
contact me privately to discuss how I may assist in facilitating the accommodations you will use
in this course. This is best done early in the term. Our conversation will remain confidential to
the extent possible. We will update this syllabus throughout the quarter & the updated syllabus
will be posted to D2L.
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Appendix F
Course Schedule (citations not properly formatted)
*Readings and discussion responses for each class must be completed before that class period
(for example, readings for 04/03 should be completed in preparation for the 04/03 class session).
All course materials will be posted on D2L.

Week 1: Why “Women and Music”? / Tuesday, 03/27
Theme: Learning to listen to music with formal elements of music, and learning
to listen from a feminist perspective
Introductions, Syllabus, Talking about music
Readings and media include...what will be distributed in class (later posted on
D2L)
O’Brien, Kerry. (December 19, 2016). Listening as activism: The ‘Sonic Meditations’ of Pauline
Oliveros. The New Yorker.
Rycenga, Jennifer. (1994). The uncovering of ontology in music: Speculative and conceptual
feminist music. repercussions, 22-46.
Listen: Kimbra’s “Version of Me”, student suggestion of Lana del Rey’s “Cherry”
Week 2: Histories of the Present: “You Should Really Teach Clara Schumann” / Tuesday,
04/03
Theme: The history of how women have been taught, focusing on snapshots of composers
Clara Schumann and Ruth Crawford Seeger
Readings and media include...
De Oliveira, Philip. (March 28, 2018). After 100 years, the Cleveland Orchestra continues to
ignore women, minorities and living composers. Scene. [link in original]
Citron, Marcia J. (2000). “Creativity”. In Gender and the Musical Canon, pp. 44-79.
Cusick, Suzanne G. (1999). “Gender, musicology, and feminism.” In Nicolas Cooks’ Rethinking
Music, pp. 471-498.
Neuls-Bates, Carol. (1996). Women in music. Excerpts about Clara Schumann
and Ruth Crawford Seeger.
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Robin, William. (October 13, 2017). The pioneering modernist who wrote an
audacious string quartet. The New York Times. [link in original]
Tick, Judith. (1997). Ruth Crawford Seeger: A composer’s search for American
music. Excerpts from the preface and Chapter 6, “A career or life?”.
Prince, April L. (2017). (Re)Considering the Priestess: Clara Schumann,
Historiography, and the Visual. Women & Music, 21, 107 - 140.
Youtube videos: Schumann’s Three romances for violin and piano, op. 22
and Seeger’s String Quarter 1931, movements III & IV.
Week 3: Classical Music: “Don’t Call Them Lady Composers!” / Tuesday, 04/10
Theme: Continuing discussions of expectations of women composers, “Lesbian musicality”,
focusing on snapshots of composers Pauline Oliveros (out, experimental) and Jennifer
Higdon (more traditional)
Readings and media include...
Cusick, Suzanne G. (2006). “On a lesbian relationship with music: A serious effort not to think
straight.” In Philip Brett, Elizabeth Wood, and Gary C. Thomas’s Queering the pitch: The new
gay and lesbian musicology, pp. 67-84.
Mockus, Martha. (2008). “Intonation”. In Sounding out: Pauline Oliveros and lesbian
musicality, pp. 1-16.
Mockus, Martha. (1999). “Lesbian skin and musical fascination.” In Elaine Barkin’s Audible
traces: gender, music, and identity, pp. 51-69.
Video: “Skin”, by Pauline Oliveros and Paula Josa-Jones. [link in original]
Oliveros, Pauline. (1979). “And don’t call them ‘lady’ composers.” In Software for people:
Collected writings, 1963-1980, pp. 47-51,
Youtube: Pauline Oliveros, The Difference Between Hearing and Listening; Oliveros’s Bye Bye
Butterfly (1965); Jennifer Higdon Interview, part 1 & 2; Higdon’s blue cathedral,
Week 4: "Candy Floss" & Contemporary Classical Women Composers/ Tuesday, 04/17—
Theme: Voice and embodiment in lived experiences and music of composers, snapshots of
composers Du Yun, Sarah Kirkland Snider, and Pamela Z; genre-bending classical music;
classical music “Discourse.”
Readings and media include...
For theoretical grounding: James Paul Gee’s (1996) definition of “Discourse”, in Social
linguistics and literacies: Ideology in discourses…
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Ehrick, Christine. (2015). Vocal gender and the gendered soundscape: At the intersection of
gender studies and sound studies. [link in original]
Lentjes, Rebecca. (2017). Against the grain: The essence of voices. VAN Magazine.
Snider, Sarah Kirkland. (2017). Candy floss and merry-go-rounds: Female composers, gendered
language, and emotion. [link in original]
Robin, William. (2017). What Du Yun’s Pulitzer Prize means for women in classical music.
The New Yorker. [link in original]
Lentjes, Rebecca. (2017). An interview with Du Yun. VAN Magazine. [link in original]
YouTube: Du Yun “No Safety Net” Interview; Du Yun’s Angel’s Bone (adaptation by National
Sawdust); Sarah Kirkland Snider Interview “The Full 360” by New Music Box USA; “Circe
and the Hanged Man” from Snider’s song cycle Unremembered (2015); Pamela Z Interview by
Pendulum; NewMusic; Pamela Z Voci, excerpts
Week 5: Histories of “Exceptional Women” in Jazz & Blues/ Tuesday, 04/24—
Theme: Mary Lou Williams, Melba Liston, and narratives of women in jazz.
Readings and media include…
Tucker, Sherrie. (2001). Big ears: Listening for gender in jazz studies. Current Musicology no.
71-73, 375-408.
Kernodle, "Black women working together: Jazz, Gender, and the Politics of Validation..."
(2014)
O’Connell, Monica Hairston, Tucker, Sherrie. (2014). Not one to toot her own horn(?): Melba
Liston’s oral histories and classroom presentations. Black Music Research Journal, 34(1), 121158.
Listening: Mary Lou Williams on Piano Jazz with Marian McPartland ; Melba Liston,
“Bones of an Arranger”; YouTube Playlist for the Course [links in original]

Week 6: Women & Jazz in the Present / Tuesday, 05/01—
Theme: Roxy Coss, Esparanza Spalding, and Terri Lyne Carrington, and we'll be continuing to
talk about narratives about women in jazz.
Readings and media include…
Pellegrinelli, Lara. (2017). Women in jazz: Blues and the objectifying truth. National Sawdust
Log. [link in original]
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Klotz, Kelsey. (2017). The absent women of jazz. The Common Reader. [link in original]
Frank, Alex. (2016). Esperanza Spalding: Insubordinate by nature” in Pitchfork Magazine. [link
in original]
Oullette, Dan. (2010). Esperanza Spalding: In full orbit. Downbeat. [link in original]
Interview with Terri Lyne Carrington. (2015). [link in original]
15 Questions Interview with Roxy Coss. [link in original]
Coss, Roxy. (2017). Never enough. Blog post. [link in original]
Monson, Ingrid. (2008). Fitting the part. In Tucker, Sherrie (ed.), Big ears: Listening for gender
in jazz studies.
Youtube: Spalding’s “I Know You Know”; Terri Lyne Carrington’s Mosaic Triad

Week 7: "Bad Sistas" in Hip-Hop & Rap/ Tuesday, 05/08—
Readings and media include…
Rose, Tricia. (1994). "Bad Sistas: Black Women Rappers and Sexual Politics in Rap Music"
from Black Noise.
Boylorn, Robin M. (2016). Killing me softly or on the miseducation of (love and) hip hop: A
blackgirl autoethnography. Qualitative Inquiry, 22(10), 785-789.
“My Mic Sounds Nice: The Truth about Women and Hip Hop,” Ava Duvernay documentary on
YouTube. [link in original]
Supplementary readings…
St. Felix, Doreen. (2017). The Chicago rapper Cupcakke’s profoundly intimate track “Scraps”.
The New Yorker. Online. [link in original]
Drake, David. (2016). A conversation with Cupcakke, whose explicit sex raps are just the tip of
the iceberg. Complex. Online. [link in original]
Johnson, Myles E. (2018). The ghost of Big Freedia. Noisey. Online. [link in original]
Rana A. Emerson's "Where My Girls At?": Negotiating Black Womanhood in Music Videos"
Durham, Aisha, Cooper, Brittany C., Morris, Susana M. (2013). The stage hip-hop feminism
built: A new directions essay. Signs, 38(3), 721-737.
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YouTube (listening/viewing):
Week 8: A Seat at the Table, or the Lemonade Stand/ Tuesday, 05/15— Beyoncé’s & Solange
Theme: Beyoncé's Lemonade and Solange's A Seat at the Table. Continued discussion on black
sexual politics (misogynoir, respectability politics), hip-hop feminism, agency, commodification,
and so on.
Readings and media include…
Durham, Aisha S. (2014). “Single Ladies,” Sasha Fierce, and sexual scripts in the black public
sphere. In Home with hip-hop feminism: Performances in communication and culture. Peter
Lang.
Bradley, Regina. (2013). I been on (ratchet): Conceptualizing a sonic ratchet aesthetic in
Beyonce’s “Bow Down”. Blog. [link in original]
“We’ve always had a seat at the table”: Solange on conversations that heal. NPR. [link in
original]
Choose a blog post from http://lemonademusicology.tumblr.com/ and engage with that
reading, talk back to it, argue and agree with it.
Lemonade Stand – a musicology tumblr on the album [link in original]
"A Comprehensive Syllabus to Solange's A Seat at the Table" [link in original]
"Unlearning black sound in black artistry: Examining the quiet in Solange's A Seat at the
Table" [link in original]
Suggested readings:
Johnson, Myles E. (2018). Beyoncé and the end of respectability politics. New York Times OpEd. [link in original]
Gevinson, Tavi. (2016). Solange Knowles in conversation with Tavi Gevinson about “A Seat at
the Table”. W Magazine. [link in original]
Williams, Kimberly. (2017). Unlearning black sound in black artistry: Examining the quiet in
Solange’s A Seat at the Table. Sounding Out! Sound studies blog. [link in original]
A Comprehensive Syllabus for Solange’s A Seat at the Table. Elle.com. [link in original]
Beyonce’s “Bow Down/I Been On” Lyrics Breakdown: The Different Types of Power. Popdust.
[link in original]
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Week 9: Black Female Robots and R&B/ Tuesday, 05/22—
Theme: Focus on Janelle Monae, Lady Gaga, and Hayley Kiyoko. We'll use an excerpt from J.
Jack Halberstam's Gaga Feminism: Sex, Gender, and The End of Normal to frame our
conversation about these musical artists and their presentations of gender and sexuality through
their music and media (videos, performance art, dance, etc.).
Readings and media include (students choose which artist to focus on)…
Halberstam, J. Jack. (2012). Gaga feminism: Sex, gender, and the end of normal. Beacon
Press: Boston.
Janelle Monae
Wortham, Jenna. (2018). How Janelle Monae Found Her Voice. New York Times. [link in
original]
Spanos, Brittany. (2018). Janelle Monae Frees Herself. Rolling Stone. [link in original]
Music videos: Pynk, Make Me Feel
Lady Gaga
Kornhaber, Spencer. (2017). Lady Gaga’s Illness is not a metaphor. The Atlantic.
Smith, s.e. (2010). [link in original]
Push(back) at the intersections: Lady Gaga and feminism. Bitch Media. [link in original]
Williams, Juliet (2014). “Same DNA, but Born this Way”: Lady Gaga and the possibilities of
postessentialist feminisms. Journal of Popular Music Studies, 26(1), 28-46.
Music videos: Born This Way, Bad Romance, Million Reasons
Hayley Kiyoko
Menta, Anna. (2016). Hayley Kiyoko on her hit “Girls like Girls” and queer representation in
music. Elite Daily. [link in original]
Bergado, Gabe. (2017). 5 times Hayley Kiyoko spoke up for representation. Teen Vogue.
[link in original]
Hunt, El. (2018). On Hayley Kiyoko, queerness, and mainstream pop. Noisey. [link in original]
Music videos: Girls like Girls, Gravel to Tempo, Feelings
Supplementary readings…
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James, Robin (2008). Robo-Diva R&B: Aesthetics, Politics, and Black Female Robots in
Contemporary Popular Music
Mahon, Maureen. (2011). They say she's different: Race, gender, genre, and the liberated
black feminity of Betty Davis.
Week 10: Pop Music Explorations/ Tuesday, 05/29—
Theme: "girl bands" The Aces and HAIM and solo pop artists Demi Lovato and Selena Gomez
and their struggles with invisible disability; popular music and disability studies.
Readings and media could include (students choose which artists to focus on)…
Warwick, Jacqueline, Adrian, Allison (2016). Voicing girlhood in popular music:
Performance, authority, authenticity. Routledge: New York. Introduction.
O’Brien, Lucy. (2016). I’m with the band: Redefining young feminism. In Warwick and Adrian,
Voicing girlhood in popular music.
McKay, G. (2013). Shakin’ all over: Popular music and disability. Ebook at DePaul.
Pecknold, Diane. (2016). “These stupid little sounds in her voice”: Valuing and vilifying the new
girl voice. In Warwick and Adrian, Voicing girlhood in popular music.
The Aces
Butera, Ava. The Aces. Honey Punch Magazine. [link in original]
Music video: Baby Who
HAIM
Harman, Justine. (2017). Haim has zero interesting in chasing “cool”: “we make the music we
want to make.” Glamour Magazine. [link in original]
McLean, Craig. (2014). Haim interview: “Don’t call us a girl band.” The Telegraph. [link in
original]
YouTube interview. [link in original]
Music video: Want You Back (live)
Demi Lovato
Rapkin, Mickey. (2018). Demi Lovato on touring with DJ Khaled, avoiding “fake”
people and the need for brutal honesty. Billboard magazine. [link in original]
Music video: Confident
Selena Gomez
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Martins, Chris. (2015). Selena Gomez on her new chapter. Billboard magazine. [link in
original]
Music video: Good for You
Selena Gomez interview about kidney transplant. [link in original]

216
Appendix G
Feminist Listening Framework
A Developing Framework for Listening
while in the Women and Music course, & beyond . . .
1.

Listening as Formal: Crawford & Hamberlin’s "Talking about Music"1
This "Talking about Music" handout is a typical introduction to listening to music given
in general studies music courses. It includes the simplest, yet most formal ways of talking
about music. We will build on this.
Rhythm
Pitch
Structure

Dynamic
Melody
Instrumentation

Harmony
Timbre
Genre

Texture
Form
Tempo

"Listening as Activism": A sample of Pauline Oliveros2
Listening to and making music as "experiments in self-care"; listening as experimental
Listening to be transformed - “Listening is directing attention to what is heard, gathering
meaning, interpreting and deciding on action.”
Listening as "enacting lasting changes on the body and mind"
Listening, for "humanitarian purposes; specifically healing"
Music: "To create an atmosphere of opening for all to be heard, with the understanding
that listening is healing."
Reimagining the “function, purpose, power, and physical realities of music.” 3
2.

3.
Listening as Process: How we analyze and talk about music within a feminist
perspective, also called feminist music theories...
Jennifer Rycenga posits that a feminist music theory would be…4
Non- dualistic (separating mind/body)

Listens & gives attention to women’s voices

Non- hierarchic (power structures in
music/listening)

Is focused on dialogue in its nature

Acknowledges “material reality”: body and
“place in society”

Respects agency or limitation of others

Another way of thinking about feminist music theories, as written by Rosemary N. Killam…5
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a. They [feminist music theories] are reflexive of women’s experiences . . . They will avoid
framing musical theoretic discourses as private power relationships which impose the
theorist’s interpretation on the music, as well as the inverse, where the music theory is said to
be impelled by the force of musical masterworks.
b. They can be contextual, recognizing the influences of culture and history.
c. They can be supportive of diversity and individual experience. Thus, recent research
suggesting fundamental differences in hearing music, such as those people with and without
absolute pitch, contains feminist aspects (baczewski_killam_1992).
d. They can be subjective, avoiding false objectivity through acknowledging the personal
situatedness of our individual epistemologies [ways of knowing].
e. They can be process-oriented, including concepts of drama and myth, noting that myth
includes rather than excludes truth, encompassing more of human experience than “simple”
truth (Killam 1993, 230–251).
f. They can celebrate multiple relationships between music, music theory and the cultures
in which these relationships are developed. Feminist theories of music can acknowledge the
importance of performance and ritual in our mutual empowerment.
Sources Noted in Footnotes of Original Document:
Footnote 1: Crawford, Richard & Hamberlin, Larry (2013). "Talking about music", an excerpt
from An Introduction to American Music. W.W. Norton & Company.
Footnote 2: O'Brien, Kerry. (2016). "Listening as activism: The 'Sonic Meditations' of Pauline
Oliveros." The New Yorker. Retrieved from https://www.newyorker.com/culture/culturedesk/listening-as-activism-the-sonic-meditations-of-pauline-oliveros.
Footnote 3: Rycenga, Jennifer. (1994). The uncovering of ontology in music: Speculative and
conceptual feminist music. repercussions, 22-46.
Footnote 4: Rycenga, Jennifer. (1994). The uncovering of ontology in music: Speculative and
conceptual feminist music. repercussions, 22-46. Quoted by Martha Mockus (2007), in
Sounding out: Pauline Oliveros and lesbian musicality.
Footnote 5: Killam, Rosemary N. (1994). Feminist music theories—Process and continua. Music
Theory Online, no. 8.

